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GLUCK’S ORFEO ED EURIDICE. 


THIS great work, which has recently been revised with such 
signal success, was produced at Vienna in 1762, and the 
score published there. Twelve years later it came out, with 
certain changes in the music, also in the instrumentation, 
: the Paris Académie (August 2, 1774). The part of 
Orfeo was transposed for Legros (it was originally sung 
at Vienna by Gaetano Guadagni, the male contralto) ; 
but there were many little changes, about some of which 
a few words may prove of interest. It seems open to 
question, whether, as Berlioz states in his “A travers 
chants,” all the remaniements were a Lavantage de la 
partition. ¥or example, in the scene in which Orpheus 


tries to soothe the savage demons by his song, the first 
time (in the Vienna version) he concludes thus :— 

















In the Paris version, in place of a, there is a florid 
passage ending— 








The simpler Vienna version seems more effective, and 
the same ending each time, appropriate. 

Gluck added ome bar towards the end of the chorus 
“Torna o bella al tuo consorte,” and of that addition 
Berlioz remarks :— 

“Il (ie. Gluck) s’apergut fort tard que l’absence de 
cette mesure détruisait la régularité de la phrase finale.” 
In these latter days when square phrases are not de 
rigueur, perhaps some musicians may prefer the old 
reading :— 














“Che faro” originally concluded in the following simple 
manrer :— 
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The little whirlpool of passion in the closing bars, as 
now sung, is a second, and better thought. 

In the Aria and Duet in C minor of the 3rd act, Gluck 
altered the Len/o— 








an alteration and a curtailment worthy of Beethoven. 
In the first Act, the scene with the Goddess of Love, in 
the Vienna version, closes with “ Assistetemi, o Dei, la 
legge accetto,” followed by a few bars of agitated instru- 
mental music, but in the Paris score by the bravura 
Ariette “ L’Espoir renait,” taken from the opera Zancrdde, 
by Ferdinando Bertoni, produced at Venice during the 
Carneval of 1767. In connection with the Goddess of 
Love, it may be interesting to quote a fine passage from 
the Vienna score in the rcci¢, in the second Act, just 
before her reappearance :— 
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The last Act had only. ballet music, and one chorus 
with solo for Orfeo.and the Goddess. 

The change of scoring for each of the three strophes 
of the romance “ Piango il mio ben cosi” shows great 
delicacy.in the matter of tone-colouring : clarinet in the 
first, horn in the second, and English horns in the third. 
In the Paris score the last-named instruments were 
replaced by clarinets, because—so says Berlioz—the 
orchestra of the Paris Opera House did not possess any. 

Other differences between. the, two scores might be 
pointed out, but we wished. merely to show their general 
character, not to give a complete list; the revision was 
evidently done in a ‘very thorough manner, although, as 
already suggested, the new does nat in every case seem 
an improvement, on the old, 

There is one little point to which, in concluding, we 
would refer, although it has no immediate connection 


with the subject of this brief article. The opening chorus | p 


of the work refers to the dead Eurydice and opens 
thus :— 
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“Che faro” begins— 
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Was the resemblance intentional on the part of the 
composer ? 











THE ORGAN WORKS OF J. S, BACH. 


EDITED BY W. T. BEST. 
(Continued from page 149.) 
VOLUME XI1.* 


WITH this volume the beginning of the end of this great 
undertaking is in sight. We have now reached the 
Choral-Preludes. Forkel says the number of them “ may 
amount to one hundred ; at least, 1 myself possess above 
seventy and know that, here and there, more of them 
exist. Nothing can be more dignified, sublime, and 
devout than these preludes.” They date from the Cothen 
period—1717-1723—when the “ Little Organ-Book” was 
written, to the years 1739 or 1740, when the Third Part of 
the ‘ Exercises for the Clavichord ” (Clavieriibung) was 
pubjished by the author, at Leipzig, and include the collec- 
tion of his older works, six Chorales for two manuals and 
pedals, published by Schiibler between 1746 and 1750. 
Spitta says, with the completion of the Clavieriibung 
Bach considered his life-work practically over as regards 
the treatment of the organ chorale (Vol. III. p. 219). 
There are many interesting references to these choral- 
preludes in Spitta’s Life of Bach, and much curious 
detail in Dr. Rust’s preface to the Bach-Gesellschaft 
edition, Vol. XXV.; but as these papers are rather for a 
critical examination of the texts than for anything like 
historical purposes, only such allusions as are absolutely 
necessary can be afforded. The Peters edition includes, 
in Vol. V., fifty-six short choral-preludes, and four sets of 
variations on chorale ; Vol. VI. contains thirty-four of the 
greater and more elaborate choral-preludes, the number 
being carried to sixty-three in Vol. VII. Vol. III. of the 
B.-G. (published in, or dated, 1853) has the whole of the 
Clavieriibung, the third part consisting of twenty-one 
choral-preludes, this section beginning with the great 
Prelude in E flat, and closing with the Fugue, now gener- 
ally known as St. Anne’s, and already noticed. Vol. 





* Augener’s Fdition, No. 9,811. 





XXV., Part II., is wholly devoted to this class of com- 
position, containing the “ Little Organ Book” (forty-six 
pieces), the six “ Schiibler” preludes, and eighteen great 
choral-preludes. There are also older readings of fifteen 
of them, and of two pieces in the “ Little Organ-Book,” 
given in the appendix. In none of the editions is the 
order of publication the same, but the position of each 
number will be pointed out as it comes under notice. 

” No. 1, Fantasia, on the chorale, “ Komm, heiliger 

eist ” :— 
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eo - 





This is placed in the Peters edition as No. 36 of the 
great choral-preludes, and will be found in Vol. VIL, 
. 4. It is the first of, the eighteen in the B.-G. Vol. 
XXV. (p. 79). There are not many divergences in the 
three texts under consideration, and the first is almost 
purely a matter of notation. It will be found on p. 760, 
l. 1, b. 2, second voice, third beat, the reading, in Best, 
being as (a), and that of Peters and the B.-G., as (4) :— 


Ex. 212. 


~— =" 2° ~ _ 9 Oe 
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The second note, g, is already heard, as it is held asa 
crotchet by the left hand. Page 763, l. 1, b. 2, top part, 
the 4 in the third group is queried za¢ura/, but not noticed 
in the other editions. Two bars later, second voice, in 
Best the third note of the first group is ¢; in the others 
d. The latter would properly resolve the e preceding as 
a suspended ninth, first inversion. P. 764, 1. 2, b. 3, the 
first half reads, in Best, as (a); in the others as (4) :— 


Ex. 213. (a) 
“~ 














A similar passage, b. 1, on p. 5, of Peters would be in 
favour of the reading as (a). In Best, same page, |. 3, 
b. 1, the third beat, second voice, is a quaver and a quaver 
rest, and so in the B.-G.; but in Peters it is a crotchet. 
In the same bar the pedal note, 7, is a semibreve, but in the 
other copies a minim followed by a rest, the same thing 
being noticed in the second bar, p. 766. In all other 
places the theme, in the pedal, ends alike in the three 
editions, In the last bar but one, Best, p. 765, the second 
voice fills the last beat, but the measure has a quaver 
rest at the end in the other editions. These small 
differences are all I have been able to discover. 

Ne. 2, “O Lamm Gottes, unschuldig ” :— 


Ex, 214. 











This forms the 48th of the Preludes as given in the 
Peters edition, and begins on p. 45, Vol. VII. In the 
B.-G. it is the sixth of the eighteen (p. 102). The texts 
agree throughout in almost every particular. In b. 1, 
1. 3, p. 769, the last note, second voice, should be a minim, 
When the theme is in the tenor, p. 770, the second bar, 
1,2, has the semibreve first, but in the others the c is a 
minim. The setting of the third verse has the choral in 
the pedal part. The time signature in Best and the B.-G. 
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changes from } to % for the manuals only, consequently 
dotted notes are not required to mark single beats in the 
edal. In Peters the change to % is made throughout, 
ut curiously enough the semibreve without dot counts 
for two beats, while the minim is dotted (but not invari- 
ably) for the third. An illustration that notation was not 
always exact at that period. 
No. 3, “ Christ, unser Herr, zum Jordan Kam” :— 
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For this we must turn to Vol. VI. in the Peters edition, 
where it appears as No. 17, p. 46; and we must go back 
to Vol. III. of the B.-G., this Prelude forming the six- 
teenth of the twenty-one in the Clavieriibung, Part 3. 
This part, Spitta says, contains the greatest number and 
the most important of the chorale arrangements made by 
Bach in the last period of his life. “We are forced,” he 
continues, ‘‘to regard the twenty-one choral pieces of the 
third part as a whole, to which unity is lent by one poetic 
idea. The root of the work consists of twelve arrange- 
ments of the so-called Catechism Hymns. For each of 
the five chief divisions of the Lutheran Catechism, and 
also for Confession, one of the finest and best-known 
chorales is chosen.” The one above named marks the 
fourth division. 

It may be noted that both in Peters and the B.-G. the 
key signature of this Prelude has only two flats, probably 
as in the autograph ; for in that day it was not unusual 
for the last flat or sharp to be omitted there. Of course 
this involves a plentiful crop of accidentals (?). 

In the texts under scrutiny there is only one point to 
notice. Page 780, 1. 1, b. 1, top part, last beat, the last ¢ 
only in Peters and the B.-G. is marked natural ; and in 
the first group of the next bar the last note is ¢c, instead of 
e as in Best. STEPHEN S. STRATTON. 

(To be continued.) 


Ex. 215. 
Bt 























MUSICAL IMITATION. 


BERCHOUX, in his poem, Sur Ja danse, ou les Dieux de 
Opéra, writes :— 

“ La musique est un art que j'estime et que j'aime, 
Mais sa prétention au théatre est extréme ; 
Comme art imitatif, elle ose se vanter 
D’avoir le pas sur nous, et de tout imiter ; 

Ses tambours, je le sais, imitent le tonnerre ; 

Ses flaites, les oiseaux ; ses timballes, la guerre ; 
J'accorde la tendresse au charme de ses sons, 

La joie aux galoubets, la tristesse aux bassons ;— 
Mais ensuite au milieu des accords qu’on admire, 
J’écoute, et ne sais pas ce qu'elle veut nous dire ; 
Je cherche 4 déméler le jeu des passions— 

Je n’entends que le son de nos grands violons.” 


To this, in a note, he adds the following :— 

“ One day I had a hot discussion with a friend of mine, 
who is an excellent musician, and who plays on all kinds 
of instruments. He maintained that music is an imitative 
art par excellence, that it paints as forcibly as words, that 
it can express everything ; and that if ever he lost the 
power of speech he would have no difficulty, with his 
various instruments, in making himself understood by 
persons of very limited intelligence. After having for 
some long time oppqsed him, I offered a wager, which he 
accepted. We went together to the eating-house, and he 
took with him his violin, his bassoon, and his clarinet. I 
prepared the waiters for what was going to happen by 
telling them there was a wager on. We sat down ata 





dining-table. I asked for the menu. I requested my 
friend to commence his music, and kindly to ask, in 
musical language, for two portions of Jotage a la purée et 
aux petits crotitons. He then began to play the violin, 
and to execute various dainty passages, now in slow, now 
in quick time, according as he thought it necessary for 
the purpose of imitation. The waiter gazed at him in a 
stupid kind of way, and did not move from his seat. My 
friend, seeing that he failed to make himself understood, 
said that possibly music had no sounds to express de /a 
purée aux petits crotitons, so that he would merely ask for 
some beef au naturel. ‘ Well, let it be beef au naturel, 
I replied ; ‘ that will be clearer.’ He took first his clarinet, 
then his bassoon, which he made snort as much as pos- 
sible, to imitate the bellowing of an ox. The waiter still 
remained in his place, and there were no more signs of 
beef au naturel than of soup. My musician then tried to 
imitate the bleating of sheep, lambs, calves, the crowing 
of cocks, etc., so as to ask for cutlets, fricasseed veal, and 
fowl. He then sang a little melody, nodding his head 
gracefully, and making many charming voulades in 
Italian style. I, of course, understood that he wanted 
macaroni, but the ignorant restaurateur remained equally 
deaf to these accents ; and, meanwhile, we had nothing to 
eat. I said to my friend—who was somewhat puzzled— 
that with his art of imitation we risked getting no dinner, 
and I begged him to acknowledge that music was only of 
use for the more important functions of life ; and I even 
offered a wager that in many other functions it would not 
prove more successful. It was getting late. My virtuoso 
was as hungry as I was. Then I called for a pencil and 
a piece of paper. I at once drew a picture of purée aux 
petits crotitons, beef au naturel and a la mode, cutlets, 
etc., and dinner was at once served. We came to the 
agreement that music is a charming art, capable, by the 
combination of sounds, of tickling the ear in most pleas- 
ant manner; that at times it is able to imitate certain 
things, but most frequently by a species of understanding 
between those who cultivate it and those who are accus- 
tomed to listen to it. And, besides, that it is wrong to 
pretend that it can paint all the movements of the soul 
and all the operations of the mind. Music ought to be con- 
tent with the charm which arises naturally from its sounds, 
and when it wished to go beyond its sphere it became, to 
a great extent, a pedant, a de/ esfrit, i.c., trds-ennuyeuse.” 

Berchoux (1765-1839) was a humorous French poet ; 
author--besides the work named above—of “La Gas- 
tronome,” 

In connection with the subject of music as an imitative 
art, two passages may be quoted from Dibdin’s didactic 
poem Zhe Harmonic Preceptor, published in 1804. 

After speaking of the powers of imitation possessed by 
the pencil and by the pen, he says :— 


‘* Music imitates too; but no instance is found 
That it ever could anything mimic but sound.” 
And again :— 
‘* When Handel's great strains lead us forward through bogs, 

To the buzzing of flies, and the hopping of frogs ; 
Or else, when in Joshua, commanded at will, 
To music the sun is obliged to stand still : 
While we notice the archness of every jeerer, 
We blame the composer, and pity the hearer.” 








MUZIO CLEMENTI. 


NEWS concerning the pianist, Clementi, from Berne, 
October, 1784*:— 





* This notice of Clementi, from Cramer’s ‘* Magazin der Musik,” repre- 
sents him as being at Berne in July (hay-month), 1784, a date which 
not, however, agree cither with Sir G. Grove’s ‘* Dictionary of Music and 
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“On the 18th of the hay-month (ze. July) a ball was 
given in the country under a tent, at which his Royal 
Highness Prince Henry of Prussia was present. Every- 
one pressed thither to see this hero. There came also a 
stranger, clad in a dress-coat which descended to his 
ankles; he had a long beard, and a grey, round hat. 
He forced his way through the crowd right up to the 
tent, but the sentinels on duty drove him back. One 
hour later he returned with clean-shaven chin, and 
splendidly attired. ‘Make way,’ cried the guard, ‘for 
this foreign gentleman.’ He was shown into the tent, 
tea was offered to him, and he was then bidden join 
the dancers. : 

“This stranger was the famous musician Clementi.” 


The correspondent, after singing Clementi’s praises, 
both in Greek and Latin, continues :— 


“ He came from Lyons, where, contrary to the wishes 
of the high-minded Imbert Colomes, he had conceived 
an affection for his daughter—a great beauty, so it is said, 
of eighteen—and loved her, platonically, until they were 
both of one mind, to elope and to get married at some 
permissible place. The father pursued him, and an- 
nounced his approach to the Governor of Chambéry, 
who detained him; but when from the letters he saw 
the true state of the case, he gave him a pass for 
his post-horses. Intelligent men say that M. Colomes 
had no reason to be ashamed of a man who in this 
century is epoch-making, of one, indeed, who can live in 
princely fashion on the’ interest of his capital. In other 
places people are not so punctilious. Schroter ran away 
with a rich English lady, and got married in Scotland ; 
in spite of this he is now music-master to the queen.” 

This was Johann Samuel Schréter (1750-1788), who, 
in 1782, succeeded John Christian Bach as music- 
master to Queen Charlotte. In 1791 Haydn made the 
acquaintance of Schriter’s widow, who became his pupil. 
Of her Haydn said :—‘ She was a very attractive woman, 
and still handsome, though over sixty ; and had I been 
free I should certainly have married her.” 


Our Berne correspondent does not tell us the outcome 
of the pursuit, yet we learn it, indirectly, later on. He 
continues :— 


“This Clementi wished to hire a piano from the 
pianoforte-maker Howard, and therefore had to give his 
name. Howard related to me that ‘a stranger had come 
to him, and, though simply clad, he could see that he 
was a person of some distinction ; that he called himself 
Klemm or Clemens, and that he played as if he had 
three hands.’ I thought : that must be Clementi! After- 
wards he returned, and forbade Howard to mention his 
name. But it was too late; I was on the look-out for 
the cowl-man, and caught him in my mouse-trap. We 
met with sullen looks, like those threatening clouds over 
the Caspian Sea, of which Milton writes. 

“He was greatly annoyed to find himself betrayed, 
and glared at me with wild, angry looks—now at my 
short hair, now at my schoolmaster’s coat. I am not 
accustomed to be defied, and could not restrain myself 
from flying at him like a Samoyede. Gradually we grew 
tolerant of each other, and he assumed his noble Roman 
countenance ; he came with me to see my library. As 
we had much to talk about, he remained to dinner, and 





Musicians,” cr Mendel’s ‘‘ Musikalisches Lexicon,” according te both of 
which Clementi did not leave England after his return from the Continent 
in 1781 (the year of the famous competition with Mozart at Vienna) until 
1785, when he is said to have made a short trip to Paris. ‘There seems no 
reason to doubt the st t of the corresp of Cramer’s ‘* Maga- 
zin,”’ and there‘ore it seems as if the ‘details of the pianist-composer’s lie 
are not fully known. 








as we had not made an end of disputing and clamouring, 
he stopped over the night at my house.” 

“ When the bell here struck mid-day, he perceived that 
it gave out as harmonic the 4th (eleventh) instead of the 
5th. I would not trust mine own ears, and begged 
Howard to listen; he perceived the same thing. If the 
bell is not out of order, this throws suspicion on Rameau’s 
system. We conversed together much about Rameau, 
Tartini, and the A/usica vagionata of Testori. From all 
these he has evolved a system, which, in time, together 
with discoveries of his own, he will make known. He 
had a good laugh at Bemezrieder, and at Ximenes’ book 
on ancient music.” 


Of Rameau and Tartini there is no necessity to speak. 
Testori (born 1714; died, 1782) was a composer of small 
importance. The work on counterpoint above mentioned 
was published at Vercelli in 1767, and supplements to 
the same appeared in 1771, -1773, and 1782 ; and, accord- 
ing to Mendel, it was the only one by an Italian writer 
based on Rameau’s system. Bemezrieder (born in 
Alsace in 1743) published “ Lecons de clavecin et prin- 
cipes d’harmonie” at Paris in 1771, also “ Nouvel essai 
de harmonie” in 1779. He was patronised by Diderot, 
to whose daughter he gave lessons. Franciscus de 
Cineros Ximenes was born in Spain in 1457. In 1495 
he became archbishop at Toledo. He founded a college 
at Alcala in 1500, and appears to have introduced the 
so-called Mozarabic Chant, which is said to differ in 
certain points from both the Gregorian and the Ambrosian. 
The name of Ximenes is to be found in Mendel, but no 
mention of a book written by him. The conversation 
between Clementi and our correspondent must have been 
a learned one ; no wonder that in one passage the Berne 
schoolmaster speaks of him as evwditus. And then after 
book-talk, Clementi spoke about his music :— 


“He showed me how, in his compositions, especially 
in slow movements, the melody was assigned to a middle 
part, and told me he had learnt that from Rameau. 
From the Latin authors he had found the proper turn 
to give to his writing ; and from geometry had acquired 
consistency of thought. And he added that a composer 
should note well how the former introduced their episodes 
in unpliant places, and should also bear in mind the 
saying of Quintilian :—.S7 non datur porta, per murem 
erumpendum.” 


One has only to look at Clementi’s pianoforte sonatas 
to see how true is that remark about the melody in the 
middle part. By way of illustration—and here one 
example must suffice—see the Largo of the Sonata in F 
(Breitkopf u. Hartel, No. 15, or the Wolfenbiittel col- 
lection, No, 3). Of composers who noticed the saying of 
Quintilian, one may be named, and one, curiously, over 
whom Clementi, by his music, exercised a great influence. 
This was Beethoven, who actually wrote a riddle canon 
on it. 

The schoolmaster speaks thus of Clementi as pianist :— 


“If one look at his quick octave passages, it seems 
scarcely possible that they can be executed neatly ; but 
he plays octaves, also shakes, far above what is written, 
and each note is separated from the other in the clearest 
manner, and with such inimitable enthusiasm, with 
crescendo and diminuendo, with imperceptible /entando, 
rubando, etc., all of which it would be impossible to 
express on paper.” 


Side by side with this enthusiastic praise of Clementi’s 
neat and wonderful playing, may be placed Mozart’s 
account sent to his sister. Referring to “striking” 
passages of sixths and octaves, he says :— 
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“They must be executed with the utmost rapidity 
(which not even Clementi himself can accomplish), and a 
lamentable hash is the result—nothing else in the world. 
Clementi is a charlatan, /ike al/ the Italians / He writes 
presto on a sonata, or even prestissimo or alla breve, and 
plays it allegro.” 


Dr. Jahn, in his biography of Mozart, quotes Berger, 
who said concerning the contest at Vienna, “ Clementi 
adopted a more expressive style, which was perfected by 
the study of the best vocal music of the day, and by 
the gradual improvements made in the instrument known 
as the English pianoforte.” From Vienna, Clementi 
went straight to London in 1781, and so when our Berne 
schoolmaster heard him some years afterwards, his play- 
ing must have changed, and materially improved. And 
thus the two accounts may be harmonised. But our 
correspondent continues :— 


“For certain passages he has his own special finger- 
ing; he plays chains of shakes in a wonderful manner, 
and with 3 ¢ §. I have never heard anyone interpret the 
sonatas of Domenico Scarlatti as he does ; before hear- 
ing him I only half knew them.” 


And from playing to pianofortes is not a far cry. 
adds :— 


“ He has a complete knowledge of the mechanical and 
physical qualities of the instruments of Frederici, Stein, 
Pascal, Mertin, Stodart, and Broadwood.” 


C. E. Frederici, the celebrated organ-builder, is said 
to have been the first to make a pianoforte in the 
clavichord or oblong shape. Johann Andreas Stein was 
the founder of German pianoforte-making. In the 
Museum of the Brussels Conservatoire, there is a grand 
piano with the inscription, 

Tean André Stein, 
Facteur d’orgues et des Clavecins 
Organiste a I’ glise des Minorites 
Augsbourg, 1780. 


The last figure is indistinct, and M. Mabillon thinks that 
it might be 5 or 6, instead of o. Stein, born in 1728, did 
not die until 1792. It was his daughter, Nanette, of 
whom Mozart wrote, after hearing her play at Augsburg 
in 1777 :—‘‘ She may do yet, for she has genius.” After 
she had married the pianist Streicher, she moved to 
Vienna, where her name became closely connected with 
that of Beethoven. 

After some interesting remarks abort pianofortes 
(Broadwood is mentioned as making small trichord in- 
struments) the writer returns to the personal history of 
Clementi. “I could,” he says, “say much more about 
his theory, but I have always found readers more 
attracted by a story.” The father of the maiden of sweet 
eighteeen had evidently pursued and overtaken, for we 
read :— 


“ For the space of three weeks he (Clementi) avoided 
company, and was always weeping. He only went to 
the library, and at the same spot worked all day at 
mathematics, giving his whole mind to study, thinking 
that he might thus put an end to his longing ; but when 
he found that such means were of no avail, he made 
preparations for travelling, and wrote to his father that 
he might expect him in Rome.” 


His father, who was a zealous Roman Catholic, sent 
him a certain sacred paper, bade him keep it close to his 
heart, day and night, and to repeat Paternosters and 
Ave Marias for the souls in purgatory, and then he 
added :— 


Sarete infaliibilmente guarito della vostra Melancolia. 


He 





Clementi, however, left the precious paper behind him, 
and so, as our writer observes, “cannot have been as 
pious as his parent”—he might rather have said “as 
superstitious.” 

Attempts were made, we are told, to alienate from him 
the affections of his beloved one. It was reported that 
he had run away with the wife of a Milord ; also that he 
had one wife in Naples and another in Prussia. About 
twenty years after this Berne episode, Clementi married 
the daughter of Cantor Lehmann at Berlin, who, how- 
ever, died shortly after, in childbed. And then, many 
years later, he married again in London. In Grove’s 
“Dictionary,” it is stated that “he was married three 
times,” and Mendel in his Lexicon says the Berlin 
marriage, “according to an unauthenticated report,” was 
the second. That “report” may, possibly, have sprung 
from this Berne episode. 

These insinuations annoyed Clementi, and he wrote to 
the schoolmaster as follows :— 

“Ce Bruit ne m’effraie pas ; je voulais m’en aller, mais 
& présent il faut que je reste” ; 
adding that neither he nor his beloved one had dove 
anything of which they need be ashamed. “L’]:- 
tenzione di questo soggiorno,” said Clementi to the 
schoolmaster; “non fii che per ragioni di riposo, ma 
vogliono turbarlo,” ze. “ the intention of my sojourn here 
was merely to get rest, but they wish to disturb it.” 

SS. 








STUDIES IN MODERN OPERA. 


A COURSE OF LECTURES DELIVERED IN THE PHILO- 
SOPHICAL INSTITUTION, EDINBURGH. 


By FRANKLIN PETERSON. 
(Continued from p. 151.) 


VIIIL—THE NIBELUNGEN RING TRILOGY— 
“ SIEGFRIED.” 


THE exceeding beauty of the Waldweben scene and the 
deep impression it leaves on the memory account for the 
high position assigned to the second act of Siegfried by 
those who, have heard the Trilogy. It is in the same 
act also that we escape, for the first time, from the weight 
of tragedy ; for although the development of the plot is 
ever and anon brought before our attention, still the key- 
note of the act is the young Siegfried, full of life and 
vigour, the very type of manhood, as yet innocent and 
irresponsible among the teauties and the richness of a 
nature which at once stimulates and mirrors his thorough 
enjoyment of life. But a closer examination of warp and 
woof in poetry and music shows the same weaknesses as 
have already been pointed out ; and every time the /ez/- 
motif system seems to be misapplied (or rather, over- 
applied), every time the action of the drama is unneces- 
sarily arrested, our disappointment is increased. 

The short .Introduction tells us of the dark cave, 
Neidhéhle, in which Fafner the dragon guards the Trea- 
sure so fraught with woe to all its possessors. After an 
altercation between Alberich and Wotan, Siegfried ap- 
pears, conducted by Mime to the scene of his great 
conflict. “Is it here, then, that I shall learn what fear is ?” 
asks the boy, while the orchestra in the slumber motive 
answers to us that the lesson will be learned on the top of 
the Briinnhilden-Stein. Mime warns him of the dragon’s 
venom, and, muttering a hope that Fafner and Siegfried 
may destroy each other, leaves him to his fate. The sun 
is approaching a glorious noon, and Siegfried throws 
himself down on the green sward and drinks in the 
beauties of the forest glade, vocal with all the voices of a 
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sunlit spring day. His attention is soon attracted by the 
notes of a bird, which seem to bear some message for 
himself, if he could only understand it. Fafner, roused 
by the merry notes of Siegfried’s horn, drags his ungainly 
body forward, only, of course, to be slain by the young 
hero. As Nothung is drawn from the dragon’s heart a 
drop of blood burns the boy’s finger like fire. Instinctively 
he puts his finger to his mouth, and the instant the 
blood touches his lips his ear becomes open to the lan- 
guage of birds. Again, through the Waldweben, comes 
the bird’s song, telling him of the Treasure, of the Tarn- 
helm, which would help him to wonderful deeds, and of 
the Ring, which might make the whole world subservient 
to him. He follows his feathered guide, and so leaves 
the stage clear for Mime and Alberich to quarrel over the 
booty which they deem he has won for them. But the 
bird has warned Siegfried of Mime’s designs, and the 
dragon’s blood translates all Mime’sendearments and offers 
of help into the real thoughts of the dwarf’s black heart. 
When Mime proffers the draught which, as he explains 
with affectionate gestures, will rid him for ever of the 
youth and win him the ring, Siegfried slays the treacherous 
Gnome, and, heedless of the treasure, he leaves the bodies 
of Fafner and Mime to guard it in the cave. Again the 
bird’s song is heard, telling of the fire-surrounded rock, 
where Briinnhilde, the loveliest of maidens, lies sleeping. 

Briinnhilde erweckt 

Ein Feiger nie 

Nur wer das Fiirchten nicht kennt ! 

For the last time, Wotan tries to interfere with the 
course of events, and the “ Everlasting Spear” is again 
opposed to Nothung—this time to bar Siegfried’s passage. 
The Wanderer has visited Erda, the great mother of all. 
It was a potent spell which roused the All-wise One from 
her long sleep, but it was little he learned from her :— 

ERDA: My sleep is a dream, 
My dream is a thought, 
My thought is the might of wisdom. 
But while I slumber 
Still wake the Norns— 
They weave the web... . 
Controlled by the world, 
Weave they their web, 
Naught can they weaken or change ; 
But from thy wisdom 
Fain would I learn 
How a wheel, as it rolls, to arrest. 

Naught can withstand the march of Fate ; the “ Dusk 
of the Gods” is closing in, and as Erda disappears, the 
Wanderer turns to confront Siegfried. The god-descended 
hero, with a free hand, and unfettered by any incompre- 
hensible conditions, pays scant respect to age, opposition, 
or threats. Nothung hews its way through the Spear, 
and the weak, contemptible Wotan, realising the futility 
of his opposition to a course of events which he has long 
foreseen and apparently desired, disappears from the 
drama.* Again we see the summit of the Briinnhilden- 
stein, where Siegfried first learns fears in. the presence 
of those glorious eyes just awakened by his kiss. Briinn- 
hilde’s greeting to the fair earth and the sun, to the hero, 
and the love to which his love summons her, together 
with the duet which closes the act, constitute a musical 
scene well worthy to takeits place beside the ‘“‘ Waldweben” 
amongst the most marvellous achievements of Wagner’s 
genius. The godlike “ Wiinschmaid,” Wotan’s darling, 
does not even regret Walhalla, as she proudly and shyly 
opens her maiden heart to human love. 


DER WANDERER: 





* The length to which blind enthusiasm will carry (presumably) an 
ordinarily sober mind is shown in hideous distinctness by a comparison 
between Wotan and the “Founder of Christianity” instituted in ‘The 
Meister” (Vol. II., No. 5, p. 9) ! 





More than one Hofkapellmeister in Germany has 
professed to me a preference for Siegfried among the 
parts of the great Trilogy, and it is very commonly 
counted the best of the four days, but with this judg- 
ment it is difficult to agree. When we are not under 
the immediate spell of the Waldweben or the splendid 
last scene, we apply perforce the standard which 
Wagner himself has taught us. And the first ground 
of adverse criticism which suggests itself is the dragging 
and oft-interrupted action. That the music does not 
drag would not be answer enough even if that were 
more absolutely the case; and that the plot was 
written, as it were, backwards is not excuse enough, 
because the poem was complete before the composer put 
pen to paper. In the first scene Mime tells us of the 
Nibelungen Treasure in Fafner’s cave, of Siegfried who 
will slay Fafner, and of the sword which will be his all- 
powerful weapon. After a long scene with Siegfried, 
which cannot be called very dramatic, he tells the boy the 
story of his parentage, all of which we learned already in 
the Walkiire. His riddle contest with the Wanderer does 
not give any assistance to the development of the plot, 
nor does it heighten our respect for the cunning of Mime, 
or the foresight of Wotan, and yet it takes up nine pages 
of the libretto—twenty-seven of the vocal score. Fafner 
has short shrift, but he uses his opportunity to tell 
Siegfried of the Giant race, of whom Fasolt and he were 
the last ; how he obtained the Treasure, and how he 
killed his brother in order to enjoy its possession alone. 
The wisdom, because the necessity, of making Mime’s 
words come in ridiculous contrast to his intention, 
in the scene after the slaying of Fafner, is open to 
question ; there is little question about the inordinate 
length of the episode. Certainly “ hochkomisch” is the 
last word we should be inclined to use about the 
scene, which occupies eleven pages of the score. The 
long dialogue between Wotan and Erda, which introduces 
the third act, is full of contradictions, and seems to lead 
nowhere. The “Allwissende” Erda does not even 
know Briinnhilde’s fate until Wotan details it at length ; 
and immediately after saying to her, “Alles sei dir 
bekannt. Das ich nun Kunde gewanne weckt’ ich dich 
aus dem Schlaf,” he complains that she is not what she 
deems : “ Urmiitter-Weisheit geht zu Ende—thy wisdom 
doth wane before my will.” No wonder he dismisses 
the phantom in disappointment, “Hinab denn Erda, 
Urmitter-Furcht, Ur-Sorge! Zu ewigem Schlafhinab !” 
Again Siegfried is confronted by the Wanderer, and 
the result is a long recapitulation of the story of Briinn- 
hilde, the singing bird, the slaying of Fafner, the fostering 
care of Mime and his treachery, the forging of Nothung, 
the slaying of Siegmund, and the fire which surrounds 
the Briinnhildenstein. All these reiterations and incon- 
sistencies are as wearisome as they are unnecessary, and 
yet it is only the faithful student of Wagner’s own 
principles who can withstand the fascination of the 
wonderful music sufficiently to appreciate the short- 
comings of the drama. 

As the gods now disappear from the plot, we may point 
out here how Wagner has destroyed our interest in them by 
emphasizing only the unpleasant in the characters of these 
Northern Deities. The gods of Greek mythology were 
sometimes crafty, sometimes deceitful ; they were often 
duped—but always by their peers. They were, indeed, the 
apotheosis of qualities much admired in the men who wor. 
shipped them. And if one was deceived, for instance, by 
Mercury, it was only that “ the god of merchants and other 
thieves ” might be allowed to show off his superhuman 


powers of what his transatlantic descendants call “ smart- 
ness.” Strong, swift, beautiful—when they sinned against 
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the eternal moral laws,. they sinned generously ; they 
warred with giants, and used mountains as missiles. 
Vulcan was lame, but his misfortune was caused by 
falling from heaven. Jove himself (or rather, the finer 
conception Zeus, the All-father) was a noble character, 
above all men, and where his thunderbolt struck nothing 
could stand. But Wagner’s god is not Wotan, but the 
Fate which controls the destinies even of the gods. Wotan 
is as powerless as Tristan, and not half so noble nor in 
any degree so lovable a character. A thieving, mean, 
unscrupulous, deceitful, unprincipled, sour-tempered col- 
lection—these are Wagner’ s gods in this play. ; 
(To be continued.) 








THE PIANOFORTE TEACHER: 
A Collection of Articles intended for Educational Purposes, 
CONSISTING OF 
ADVICE AS TO THE SELECTION OF CLASSICAL AND MODERN 

PIECES WITH REGARD TO DIFFICULTY, AND SUGGESTIONS 
AS TO THEIR PERFORMANCE. 
By E. PAUER, 
Principal Professor of Pianoforte at the Royal College of Music, &c. 
(Continued from p. 152.) 


STEP I.—DUETS. 


Gurlitl, C. Twelve progressive Sonatinas. 

No. 1. Saha, C. Sonatina, i inc. Pleasing and easy 
to learn. The three movements are short, each filling 
one page. 

No. 2. Schmitt, Jacob. Sonatina, inc. Very popular. 
The second movement (Andantino in A minor) is very 
nice. 

No. 3. Spahn, C. Sonatina, in G, in two movements. 
Will find many friends among beginners. 

Gurlitt, C. Op. 102, Grateful tasks. Three books. 

Book I. Nos. 1-11. The right-hand part is in par- 
allel movement, and introduces the melody, whilst the 
“ Secondo” furnishes a somewhat fuller bass. 

Book II. Nos. 12-17. A little more difficult than the 
numbers contained in Book I., and offering a good variety 
of melodious matter. 

Book III. Nos. 18-26. Several of these numbers will 
afford great pleasure—for instance, Nos. 20, 23, and 25. 

St. Clare, Henry. “Double Stars,” No. 15. Waltz 
from Rossini’s William Tell. Very popular. 

McMurdie, J. A transposition of parts of Diabelli’s 
exercises. Book I., for teacher and pupil, in order to 
afford practice in the dass clef to the pupil. Very useful. 

Diabelli, Anton. ‘Twenty-eight melodious exercises. 
Op. 149. Book I, inc and C minor. Nos, 1-7. Highly 
to be recommended. 

“ Abecedarian, The.” Book I. For very young beginners. 

Book II. The pupil has to play the bass part. 

Naumann, T. W. Three duets. No. 2, Waltz, in G, 
will afford amusement. 

Clark, Scotson, Easy exercises (24). 
mended. 


May be recom- 


STEP 1I1.—DUETS. 
Andrews, R. Celebrated choruses from the works of 
classical composers, 1-6 :— 
No. 1. Mozart. “Glory be to God” (c). 
» 2. Haydn. “ Now to the Lord” (B flat). 
» 3+ Beethoven. Chorus from Zhe Mount of Olives (F). 
» 4. Haydn. “@€ome, Gentle Spring” (G). 
» 5- Haydn. “Lord, we pray Thee.” 29. 
» 6. Spohr. “Praise His Holy Name” (F). 
The arrangements are easy—fall, so to say, under the 
hand, and are undoubtedly effective. 





Rahles, Ferd. Beethoven's “ Sacred Songs” (1-6). On 
account of the beauty of the music, the arrangements 
deserve to be played. 

Callcott, W. Hutchins. Select songs from Handel’s 
oratorios, No. 13-18. The many admirers of the illus- 
trious Saxon composer have here an opportunity to enjoy 
the pure harmonies and melodies of their favourite. 

Callcott, W. Hutchins. Handel’s celebrated choruses 
(1-36). 

No. 9. Samson. 

Throne” (F). 

No. 12. Judas Maccabaus. “We Never Will Bow 

Down” (C minor). 

Bernard, Francois. “The Fairy Wreath.” A series 

of favourite airs :— 


No. 1. “ Giascun lo Dice” (Donizett?). 

. “Il Segreto per esser felice ” (Donizetti). 

. “ Weber’s Last Waltz” (Reissiger). 

“ Dame Blanche” (Bozeldieu). 

“Non Pit Mesta” (Pacinz). 

. “Chorus.” Zampa. (Herold). 

. “March.” Masaniello. (Auber). 

. “The Duke of Reichstadt’s Waltz” (Zanner). 
. Ll Barbiere (Rossinz). 

. Air. Zampa. (Hérold). 

»» 11. “The Sailors’ Chorus.” Gustave. (Axder). 
» 12. “Finale.” Zancredi. (Rossini). 

5 13. “ Cachucha Dance” (ational). 

» 14. “Le Galop.” Gustave. (Auber). 

»» 15. Market Chorus.” Masauiello. (Auber). 
» 16, “Rory O’More” (/rish). 

» 17. “Happy Land” (Song). 

» 18. “ Krakoviak” (Polish). 

»» 19. “* Les Deux Galops Favoris (Viennese). 

» 20. “Vienna Polka” (Strauss). 

y» 21. “ Opera Polka” (77#?). 

» 22. “My Heart is on the Rhine” (Speyer). 


After a lesson which the youthful student may consider 
heavy, any of these airs will prove a short and agreeable 
relaxation. Each of them fills only one page. 

Bertini, H. Rondino in a, Very pleasing, and at the 
same time good practice. 

Clark, Scotson. ‘Gavotte de la Dauphine” (B flat). 
« Gavotte Frangaise” (B flat) Both are simple and 
popular. 

Godbé, S. Germania’s National Melodies :— 

No. 1. “ Echo des Alpes” (Styrian). 

. Swiss melody. 
. “Freut Euch des Lebens” (éze/2). 
Galop by Wolff. 
. Air de Weber. 
. Austrian air. 
. “An Alexis” (Himmel). 
. “Wiener in Berlin.” 
. “ Air de Lindpaintner.” 
. “Es ritten drei Reiter” (Old German). 
» 11. Beethoven “ An die Geliebte.” 
», 12. “ Almenriider Spinnerlied.” 
» 13. “ Du, du liegst mir im Herzen” (O/d German). 
5 14. Austrian Waltz. 
» 15. Air de Weber. 
» 16. “ Da bin i auf Berg.” 
» 17. Gallenberg Waltz. 
» 18. “ Liitzows Wilde Jagd ” (Weber). 
5, 19. Gallenberg Austrian Waltz. 

Very good for recreative purposes. 
short. 

Kiister, Gustave. “Galop Militaire” (F). Very lively 
and bright. 


“Then Round About the Starry 


Oo. SNIAWHPWN 


os 
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The pieces are 
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Engel, Carl. Twelve classical waltzes. Book I., by 
Beethoven. The authorship by Beethoven is more than 
doubtful—their authenticity has nowhere been proved ; 
but, nevertheless, the collection will find friends, as the 
music is natural and melodious. 

Eyken, G. J. van, Operatic arrangements :— 

No. 1. Mozart. Don Giovanni (F). 
» 2. Rossini. Guillaume Tell (G). 
» 3- Beethoven. Fidelio (Leonore) (E). 

The collection comprises the best-known and most 
popular airs of these celebrated operas. 

L-yken, G. J. van. Six Marches. : 

No. 2. Chopin's Funeral March (transposed toB minor). 

The great beauty of this veritable inspiration is here 
made accessible to beginners. 

Eyken, G. J. van. Handel’s Dead March frem Sau (Cc). 
The arrangement is easy. 

Eyken, G. J. van. The German Fatherland, by Reich- 
ardt (G). Very bright. 
Eyken, G. J. van. 

bright. 

Glover, Stephen. 
containing ten Scotch melodies. 
family gatherings. 

“The Gassier” Valse (Bb flat). 
great popularity in its time. 

Fliege, H. “Gavotte chevaleresque” (A). 
popular and pleasing dance movement. 

STEP IT, II. 

The following pieces may be used for pupils (Step ii.) 
who are quick readers and eager to try themselves in 
more difficult tasks. For pupils of Step iii. they can be 
recommended unconditionally. 

Callcott, William Hutchins. Readings from the great 
masters of all nations. Choruses and airs by G. F. 
Handel. The enumeration of the numbers shows at once 
the richness and variety of this justly-respected col- 
lection. 


“Hunting Song” (D). Lively and 
“The Royal Scotch Quadrilles,” 
Very practicable for 


This valse enjoyed 


A very 


In order to avoid 
confusion, sone 
cf the numbers 
are also found in 
the collection of 
Handels Cele 
brated Choruses, 
Handel. 
No. 3. “All the earth doth worship Thee ” 
(Dettingen Te Deum). 
4. “All we like sheep,” and “ The Lord 
hath laid” (AZesszah). 
5. “And the glory of Lord” 
(Messiah). 
. “Angels ever bright and fair” (Z/eo- 
dora). 
. “Arm, arm, ye brave” (Judas Macca- 
beus). 
. “Awake the trumpet’s lofty sound ” 
(Samson). 
. Behold the Lamb!” and “His yoke 
is easy” (Messiah). 
. “But Thou didst not leave” (Messiah). 
. “Cherub and Seraphim” (/ephtha). 
. * Come, ever smiling liberty” (/udas 
Maccabeus.) 
. “Comfort ye my people,” and “ Every 
Valley ” (AZesstah). 
. “Crown with festal pomp the day ” 
(Hercules). 
. “Envy, eldest born of Hell” (Saz/). 
. © Fall’nis the foe” ( Judas Maccabeus). 
. “Fix’d in His everlasting seat ” (Sam- 
son). 


the 





No. 18. 


Nw HN 


ui Wh = 


“For unto us a Child is born” 


(Messiah). 


. “From mighty kings” (Judas Macca- 


beus). 


. “Glory to God !” and “O Thou that 


tellest” (Messiah). 


. “ Hailstone Chorus” (/srael tn Egypt). 
. “ Hallelujah !” (AZesséah). 
. “He saw the lovely youth” (Z/eo- 


dora). 


. “He shall feed His flock” (Messzah). 
. “Holy, Holy, Lord God Almighty ” 


(Redemption). 


. “Honour and arms” (Samsoz). 
. “How 


beautiful the feet” 


(Messiah). 


are 


28. “ How excellent Thy name, O Lord !” 


(Saul). 


. “I know that my Redeemer liveth ” 


(Messiah). 


. “Immortal Lord of earth and skies ” 


(Deborah). 
“ Lascia ch’io pianga” (Rinaldo). 
“Lead on,” and “ Disdainful of 
danger” (Judus Maccabeus). 


33. “ Let the bright Seraphim ” (Samzscn). 


. “Let their Celestial concerts ” (Sam- 


son). 


. “Lift up your heads, O ye gates!” 


(Messiah). 


» “Lord remember David” (Redemp- 


tion). 


. “Lord, to Thee each night and day” 


(Theodora). 


. “O Father! whose almighty power” 


(Judas Maccabeus). 


. “O Lord in Thee have I trusted” 


(Dettingen Te Deum). 


. “O lovely peace” (Judas Maccabeus). 
. “O magnify the Lord” (Chandos 


Anthem). 


. “O Thou that tellest” (AZesstah). 

. “Oh! had I Jubal’s lyre” (Joshua). 

. © Pious Orgies” (Judas Maccabeus). 

. “ Plead thy just cause,” and “ Let our 


glad songs” (Deborah). 


. “ Rejoice greatly ” (Messtah). 


. “See the conquering hero comes” 


(Judas Maccabeus), 


. “Shall 1 in Mamre’s fertile plain” 


( Joshua). 


. “Sing unto God” (Fudas Maccabeus), 
. “Soundan alarm” ( Fudas Maccabeus) 
. “The depths have covered,” and *‘ Thy 


right hand, O Lord” (Jsvael in 
Sy pt) 


Egypt). oe 
. “The horse and his rider” (/srael in 


Egypt). 


. “The king shall rejoice” (Corona‘ion 


Anthem). 


. “The many rend the skies” (A/ex- 


ander’s Feast). 


. “Then round the starry throne” 


(Samson). 


. “To Thee all angels,” and “ To Thee 


Cherubim ” (Dettingen Te Deum) 


. “We never will bow down” (/udas 


Maccabeus), 


. “We praise Thee O God” (Dettingen 


Te Deum). 


No. 7 
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No. 59. “ What tho’ I trace” (Solomon). 
» 60. “When his loud voice in thunder 
spoke ” ( Jephtha). 
. “When the ear heard him” (Funeral 
Anthem), 
. '*Why do the nations” (Messiah). 
. “Worthy is the Lamb,” and “ Amen ” 
(Messiah). 
. “Zadok the 
Anthem). 
Dorn, Edouard. Operatic transcriptions :— 
Bellini. La Sonnambula (8 flat). 
4 I Puritani (A flat). 
‘a Norma (F). 
*Auber. Masaniello (E). 
*Weber. Preciosa (D). 
*Verdi. La Traviata (B flat). 
» tt Trovatore (& flat). 
‘a Rigoletto (XE fiat). 
*Meyerbeer. Robert le Diable (¥). 
*Gotz, H. Taming of the Shrew (E flat). 
*Rossint, G. William Tell (8) 
*Hérold, Zampa(D). 

The numbers marked * will be better given to pupils of 
Step iii, although some parts might be successfully 
attempted by pupils of Step ii. 

(To be continued.) 


Priest” (Coronation 








OUR MUSIC PAGES. 


WE present our readers this month with an extract from 
Lortzing’s romantic opera Undine, arranged for two-part 
chorus of female voices by H. Heale. Lortzing 
(1803-1851), the most talented composer of comic opera 
of his time, is best known by his operas Zar und Zim- 
mermann, Der Wildschiitz, Waffenschmied, and Die beiden 
Schiitzen. . All of these possess natural charms, and are 
noted for their fervour and genuine humour, while being 
free from the frivolity which characterises so much of 
this class of composition. 








Rebiews of Hew Music and Hew 
Gvitions, 


—_——— 


Trois Morceaus de Concert, pour violon avec accompagne- 
ment de piano. Par CHARLES DANCLA. No. 1, 
Sérénade brillante, Op. 172; No. 2, Le Roi des 
Tziganes, Op. 196; No. 3, L’Espoir, Op. 197. Paris: 
Richault et Cie. 

ALL three pieces are brilliant and effective, and require 
a fairly advanced player ; No. 3, though showy, being 
perhaps the least difficult. Nos. 1 and 2 contain plenty 
of double-stopping, and No. 2 also a difficult passage in 
broken octaves, of which, however, an alternative render- 
ing is given. The last-named piece has for middle 
movement a short and very melodious Andante, the 
violin part consisting entirely of easy double stops. 


Petite Suite de Pidces Faciles dans le style classique, 
pour le piano. Par Mme. L. B&GUIN SALOMON. 
Paris: Richautt et Cie. 

THESE short pieces will be useful to teachers, as they are 

all in easy keys, bright and tuneful, and within the power 

of quite young performers. Each number is sold 

separately; No. 3, a lively “Air de Ballet,” No. 4, 





“ Petite Romance sans Paroles,” and No. 6, “ Cantando,” 
will probably be the favourites, although it is rather 
unfortunate that the opening phrase of the latter should 
be suggestive of the familiar hymn-tune “ Hark, hark, 
my soul.” ——— 
Deux Bluettes (Pricre du matin, et Au soir). 
piano par EDOUARD SCHUTT. 
& Co. 
THE underlying poetic charm of these two pieces, and the 
lovely harmonization, according so well with the plaintive 
character of the melodies, induces us to rank them with 
the very best works of the kind. They belong to the 
modern romantic style, and are essentially pianoforte 
music, like that of Chopin. It is not often we have the 
pleasure of playing new pieces of such a high order, and 
which so fully merit unqualified praise. It is certain that 
all who play them once will play them again, and lay 
them aside only to take them up with fresh interest. 


Pour 
London: Augener 


Stammbuch Blatter (Album Leaves). Sechs kleine 
Tonstiicke fiir das Pianoforte, componirt von C. 
GURLITT. Op. 204. (Edition No. 6172, net, Is.) 
London : Augener & Co. 

IN a recently published “ Handy Lexicon of Music” we 

saw Carl Czerny facetiously described as “a man of cruel 

nature, who could not endure children, and therefore 
kept on writing études.” Cornelius Gurlitt will go down 
to posterity for distinctly opposite reasons, for in the 
construction of dainty little morceaux, such as these, for 
children, he stands alone among modern writers. They 
are always melodious, and written in good form, and for 
these reasons are eminently suited for teaching purposes. 

Throughout the present set there is not a dull or dry 

passage, and yet how much good can the youngster 

almost unconsciously imbibe from them under a careful 
teacher ! 

Symphonies. 


By JOSEPH HAYDN, 
forte solo by MAX PAUER. 
(Edition No. 6183, net, 1s.) No. 8, in B flat major. 
(Edition No. 61834, net, 1s.) London: Augener & 
Co. 

THE delicious freshness of the Haydn Symph 

renders the study of them at all times a pleasurdble 


Arranged for piano- 
No. 7 in C major 


ies 


pastime. We were able to speak in the highest terms of 
Mr. Pauer’s arrangement of them for piano duet, and he 
is worthily fulfilling the still more difficult task of 
presenting an adequate illustration of them for solo 
performance. For the student in England these 
editions are of great value. 


Sternlein am Himmelszelt. Salonstiick fiir das Piano- 
forte, von PAUL LINCKE. London: Augener & 
Co. 

THERE is nothing very striking from a musical point of 

view about this piece. It is neither better nor worse than 

the majority of pieces of this style, to which it bears a 

strong family likeness. There is a large class of the 

public which takes delight in this style of composition, 
and to their fancy Sternlein am Himmelszelt will, no 
doubt, appeal pleasantly. 


Fiinf leichte Klavierstiicke in Tanz-form. Von ANTON 

STRELEZKI. Op. 220. London: Augener & Co. 
IN this little suite we have (1) Mazurka, (2) Waltz, (3) 
Polka, (4) Minuet, and (5) Galop, all of which are of 
unusual excellence. They are written in capital style, 
are quite simple, graceful, very tuneful, and are carefully 
phrased. Each number is charming, the Mazurka and 
Gavotte in particular. Here is another donne-bouche for 
our young friends. 
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Der lustige Zigeunerbub (“The Merry Gipsy Boy”). 
Vortragsstiick fiir das Pianoforte, von THEODOR 
HirscH. London: Augener & Co. ° 

THIS lively piece is in every way well calculated to win 
favour with young beginners. The composer must. be 
credited with the gift of spontaneous melody, and of 
writing attractively for the young. The stretch of an 
octave is avoided, excepting in the last chord, and a suit- 
able fingering is given. 

Zweite Romanze (B dur) fiir die Violine mit Klavier 
begleitung, von GUSTAV JENSEN. Op. 36. Lon- 
don; Augener & Co. 

WHETHER as editor and arranger (we might say ves/orer) 
of classical works, or as composer for the violin, Gustav 
Jensen always satisfies our wishes as regards the 
thoroughness and great ability which is everywhere 
exemplified in the work he undertakes. On this occasion 
our attention is called to an original work—a romance 
for violin with orchestral or pianoforte accompaniment, 
which, we observe, is “dem Herrn Professor Gustav Hol- 
laender freundschaftlich gewidmet.” The effect of the 
orchestral arrangement we can only imagine, but to 
judge from the pianoforte part, we should say it would 
necessarily be much heightened, on account of the 
fervent character of its motives. The piece is divided 
into three sections, marked respectively Mo/to moderato, 
piu allegro, and tempo primo, the Agitato middle section 
forming the contrast with the canfadile themes of the 
first. It is an excellent solo for either concert-room or 
salon, is extremely effective without being more than 
moderately difficult, and contains so much that merits 
praise that we foretell for it ready appreciation from the 
ever-increasing world of violinists. 


Croguis musicales. 6 morceaux pour violon et piano par 
JosEPpH L. ROECKEL. Cahier I. et II. (Edition 
Nos. 7563a, 4, net, 1s.each.) London: Augener & 
Co. 

EACH book contains three easy pieces, mostly in the first 

position, but occasionally touching the third and fourth 

positions. They do not suggest much that is new, and 
yet are so pleasing and well constructed-—being appar- 
ently intended to encourage beginners—that we willingly 
acknowledge their value as recreative pieces for use in 
conjunction with a violin school or studies. This is just 
the class of music which is probably in the greatest 
demand amongst players whose executive powers are 
limited. That they will soon become popular is therefore 

a foregone conclusion. The six pieces are called, 1, “A 

antique ; 2, “ Mazurka caprice ” ; 3, “‘ Simple Mélodie” ; 

4, “Théme dansant”; 5, “Dans la barque”; 6, “ Sous 

la lune.” —_—_—— 

L’Absence. Mélodie pour violon et piano par ANTON 
STRELEZKI. London: Augener & Co. 

THIs pleasing “ Mélodie” is an effective solo for drawing- 

room performance, and is also useful for teaching-work. 

As the title implies, it is simply a melody, in the key of D 

major, with an easy arpeggio accompaniment for the 

piano. The violin part is fingered in the first four 
positions, otherwise it makes but small demands on the 
player’s executive powers. 

The Violist. A series of progressive pieces for viola and 
pianoforte. By EMIL KREUZ. Op. 13, Book VI, 
Sonata in A minor. (Edition No. 7,636/, net, 1s. 6d.) 
London : Augener & Co. 

THE new sonata for viola and pianoforte, by Mr. Kreuz, 

is a noteworthy addition to the limited réfertotre for this. 

instrument, and will be eagerly studied by the rapidly’ 
increasing number of amateurs who have taken up the 





study of the viola. We should expect that the work will 
command just admiration, as it is one which, without 
being very difficult, either of execution or comprehension, 
is full of interesting and well-developed ideas, quite in 
keeping with the spirit of modern sentiment. It is written 
in three movements ; the first, A//egro moderato, showing 
much ingenuity in the handling of its themes. The 
second (in our opinion the best of the three) can scarcely 
be called a slow movement, but it particularly takes our 
fancy on account of its expressive and graceful character, 
which the composer sustains successfully throughout. 
The last movement, a light Ad/egro con spirito in ¢ rhythm, 
forms a lively and inspiriting finale to the sonata. Con- 
sidered along with the preced’i:g five books of this Op. 13, 
we are indebted to Mr. Kreuz for a series of practical and 
useful works, arranged in progressive order. This, the 
crowning work of the series—almost too important to have 
been included under the same Opus rumber—we recom- 
mend to all violists, and we congratulate the composer 
upon having produced a work which will certainly add to 
his reputation. 

Classical Violoncello Music, by celebrated masters of the 
17th and 18th centuries. Arranged for violoncello 
with pianoforte accompaniment. By CARL 
SCHROEDER. J. B. Breval. Sonata I. in C major. 


(Edition No. 5,502, net, 1s.) London: Augener & 
Co 


JEAN BAPTISTE BREVAL (1756-1825), violoncello virtuoso, 
born in the Departement de l’Aisne, was first ’cellist at the 
Grand Opéra, and professor of the ’cello at the Paris 
Conservatoire until 1802, He composed a large number 
of instrumental works, especially concertos and chamber 
music for stringed instruments. This sonata in C major, 
consisting of two movements, an A/legro and Rondo 
grazioso, was originally written for violoncello with an 
accompaniment for second ’cello. In this new edition of 
classical music the accompaniment has been transcribed 
for the pianoforte by Carl Schroeder. Although it be- 
longs to the old-fashioned style of sonata, its very quaint- 
ness interests, and it will be found an adequate example 
of the music of that period. 


Six Two-part Choruses for female voices, with pianoforte 
accompaniment, By HERBERT F. SHARPE. “ Morn- 
ing.” Words by Shakespeare. (Edition No. 4,127a, 
net, 6d.). ‘To Daffodils.” Words by Herrick. 
_— No. 4,1274, net, 3d.) London: Augener & 


O. 
THE demand for choruses for female voices shows no 
abatement, to judge by the constantly increasing quantity 
of this class of music, and we have promise here of an 
interesting set, to be completed in due course. Both 
these choruses are written for soprano and contralto, and 
are of moderate compass. “ Morning” presents a few 
difficulties, which, however, can be overcome by a 
moderately advanced class of singers, who will then find 
their work amply repaid. The accompaniment is quite of 
the free style, with here and there some very tasteful 
effects. Piquant originality is the distinguishing feature 
of the song “To Daffodils.” The music exactly fits the 
quaint words, and the chorus should become popular. 


Cradle Song (Wiegenlied). Song by ANTON STRELEZKI, 
re: German and English words. London : Augener 
& Co. 

THE pathetic lines of Ebersfeld, which are here given 

along with an English translation, have been set to music 

by Anton Strelezki, with the result that we have a most 

charming song for tenor or baritone voice. It demands 

from singer and accompanist alike the greatest care, in 
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OPERATIC CHORUSES. 
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ARRANGED FOR TWO-PART CHORUS OF FEMALE VOICES 


&- adapted to English words by Str Walter Scott 
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order to obtain the subdued tone necessary throughout 
the three verses. The last verse especially, concluding 
with a long EP diminishing in tone to £#f, must be ren- 


dered with the most innate delicacy. The singer whocan 
exercise this restraint on his voice will make this beautiful 
little composition affect his audience wherever and when- 
The compass is one octave and a 


ever he may sing it. 
tone, from E) to F. 


Operatic Choruses. Arranged for female voices with 
pianoforte accompaniment, and adapted to English 
words by H. HEALE. Three numbers from Lort- 
zing’s Zar und Zimmermann. Bridal Chorus. 
(Edition No. 4,174, net, 3d.) “ Farewell, ye Sylvan 
Crew.” (Edition No. 4,175, net, 3d.) “All Hail to 
Thee, thou First of May.” (Edition No. 4,176, net, 
6d.) London: Augener & Co. 

THE first number of the present instalment of this attract- 
ive series is simplicity itself. There are two verses for 
unison singing, each being followed by a chorus for first 
and second soprano and contralto, ad /ib. The melody is 
quaint, but taking. The second number is charming. 
The verses are for first soprano, and there is a three-part 
chorus. It is one of the popular numbers of the opera. 
The May-Day chorus opens with a vigorous prelude of 
some length (the accompaniment is prominent throughout), 
to which succeeds a pretty and stirring chorus (a//egro 
jubiloso), for first and second soprano and contralto. It 
is effectively arranged, and contains some good work for 
the voices. 








@peras and Conrerts, 


ROYAL OPERA, COVENT GARDEN. 


One of the earliest productions of the month was Mr. Cowen’s 
Signa, which, after many adventures and much annoyance to the 
composer, eventually reached the footlights at Covent Garden. 
Originally the work was a commission from Mr. D’Oyly Carte, 
for his beautiful house in Shaftesbury Avenue; but as English 
works did not meet with the requisite support, Mr. Cowen tried 
his opera in Italy, and after many delays it was actually pro- 
duced at Milan in November last. But Italian musicians and 
amateurs, although they have been petted for a century past in 
London, showed no disposition to befriend an English composer, 
and Mr. Cowen in disgust withdrew his opera and accepted the 
generous offer of Sir Augustus Harris. But Signa is much 
changed since it was first written. Then it was in four acts, 
now it appears in two. The libretto was founded upon a 
romance of “Ouida,” by the late Mr. Gilbert A’Beckett, and 
was originally in English. Of course, the libretto was changed 
to Italian, and in that language was heard at Covent Garden. 
The actual plot is simple enough. Signa, the hero, is a young 
peasant of a romantic and ambitious nature, who loves a capri- 
cious girl, Gemma ; and owing to her treatment he leaves his 
rustic home for Naples, greatly to the disgust of his adopted father 
Bruno, who follows him to the city. At Naples Bruno meets 
Gemma, and finding her faithless to Signa, in a furious rage 
stabs her. Thereupon the hero seizes the weapon and kills 
himself. As may be supposed by what Mr. Cowen has already 
written, he does not abandon the old forms of operatic art, and 
there are songs, concerted pieces, and choruses such as we might 
find in any modern Italian opera. This, one would have sup- 
posed, ought to have conciliated a Milanese audience, especially 
as the composer is at his best in those passages which are most 
Italian in style. One of these is the ‘‘ Song of Liberty,” sung 
by Signa, a very bright and characteristic melody. The scenes 
which serve to indicate the coquettish nature of the heroine are 
also very effective. The phrases are graceful and picturesque, and 
have considerable dramatic feeling. The finale to the first act 
is also an excellent example of Mr. Cowen’s musical ability ; 
and in the present arrangement of the opera this finale is one of 
the most effective movemtnts, and the dramatic power is more 





marked than in any other portion of the opera. The com 
displays his usual felicity in his orchestral treatment, an 
choruses are excellent. As a whole, the representation did 
justice to the composer. Madame de Nuovina made a graceful 
Gemma, her acting being pleasing, and her singing equally so, 
Mr. Ben Davies was not very romantic as the hero, but sang 
the music better than most operatic tenors would have done, his 
full, rich, and sympathetic voice enhancing the effect of Mr. 
Cowen’s pleasing melodies. As Bruno, Signor Ancona was 
admirable, his excellent acting and singing helping to modify 
the spasmodic incidents and make them natural and real. M. 
Castelmary was also very good. Signa has, perhaps, hardly the 
originality or power to secure 2 permanent place in the réfertotre 
of Covent Garden, but the composer will gain honour by its 
production ; and praise must be awarded to Sir Augustus Harris 
for bringing out the work. 

The most exciting event of the season was the production on 
Wednesday, July 4th, of L’Attague du Moulin, by M. Alfred 
Bruneau. The composer has been called “‘the French Wagner,” 
with little reason, for the subjects he chooses are essentially of 
the modern realistic school. His epera Ze Réve attracted much 
attention owing to its dreamy mysticism, but the present opera 
takes the fierce incidents of actual warfare for its theme. The 
score of the work blends old and new styles. It may be called 
a ‘* music drama,” but with the addition of songs. The libretto 
by M. Louis Gallet is founded upon a story by Zola of the 
Franco-German War, and no doubt the immense popularity of 
the work in Paris, where it was produced last November, was 
due to the representation of German cruelties. Of course, the 
French are as forbearing as they are heroic. One incident, 
however, is inconsistent with this theory: it is where the hero 
treacherously stabs an unoffending sentinel in order to gain 
his own freedom. Is this M. Zola’s code of French chivalry ? 
When L’Attague du Moulin was first produced, the Germans 
were spoken of throughout the story as ‘“‘ The Enemy,”’ and 
were supposed to be as bloodthirsty as savages. Briefly, the 
main incidents are as follows: M. Merlier is a wealthy miller 
on the frontier, who is celebrating the betrothal of his daughter 
Frangoise toa young Belgian, Dominique. In the midst of the gaiety 
a drum is heard, and the drummer appears announcing that war 
is declared, and that all able-bodied men are summoned to, the 
frontier. Then Marcelline, foster-mother of Francoise, utters 
a fierce denunciation of war and its miseries, and Madame Delna 
makes this wonderfully effective by her dramatic skill and her 
powerful voice. But the actual incidents of warfare interrupt 
the peaceful festivity charmingly illustrated by M. Bruneau’s 
music ; the mill is attacked, and in the second act we have all 
De Neuville’s famous picture, Za Derniére Cartouche, realised. 
The French are about to retire, and Dominique, the lover, being 
found with his hands blackened with powder, is condemned to 
be shot. No German officer would have given such an order— 
but let that pass; the manner of the captive’s escape is more 
significant. The sentry is questioned why he fights. He con- 
fesses his ignorance, but says how glad he would be to get back 
to the mother and the fair-haired Fraulein who love him. Even 
the librettist admits that some Germans have the instincts of 
humanity. But Dominique, armed with a knife, stealthily 
approaches the sentry and kills him. When his companions 
swore vengeance against the perpetrator of this crime—for it is 
nothing less—the Parisian audience seemed surprised. But 
why? Amore natural and human incident follows. Dominique 
escapes, and the devoted miller offers to die in his stead. 
Without revealing the incident to his daughter, he tenderly bids 
her farewell, and here the music is most expressive. The 
unfortunate miller is shot—another doubtful example of German 
cruelty. The air Le jour tombe for the miller is very expressive 
and appropriate to the situation, and its sentiment is artistically 
contrasted with the echoes of the distant sentinels and other 
military sounds. ‘There are many beautiful scenes in the fourth 
act—first between the lovers, then between the miller and 
Marcelline ; Dominique returns with French troops, but too 
late to save the miller. The music of all these proves M. 
Bruneau to be a composer of the highest ability, but his style is 
so distinct from that of Wagner that it is absurd to make compari- 
sons. Weare reminded of Meyerbeer rather and L’£¢oile du 
Nord, The military episodes are treated with uncommon vigour, 
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contrasted with much tenderness of sentiment in the love scenes. 
L’ Attaque du Moulin, great as its merits are, will not touch the 
hearts of London audiences as it did Parisian opera-goers, but 
our amateurs will admire its cleverness and the skill with which 
the composer has treated an extremely difficult subject. As 
may be imagined, the sympathy of the Covent Garden audience 
was not always given to the heroics of the French personages in 
the story, but the performance was heartily applauded, M. 
Bouvet, who so distinguished himself in Ze Réve, was equally 
excellent as the simple and devoted miller. His singing and 
acting proved M. Bouvet to be an artist in the best sense of the 
word. Madame de Nuovina was most agreeable and sym- 
pathetic as Francoise, and the dramatic force and vocal talent 
of Mlle. Delna have been referred to. M. Albers as the 
German officer, M. Bonnard as the sentinel, and M. Gillibert 
as the drummer, were all excellent, and M. Flon was a most 
intelligent conductor. 

Verdi’s Aida was another revival of interest, but was hardly 
so successful as it might have been, partly owing to the weak- 
ness of the tenor. The character, Radamés, the lover, demands 
a good actor and a good singer, and one besides who possesses 
full chest notes. Signor Morello was intelligent, but not strong. 
M. Edouard de Reszké as the High Priest was particularly fine, 
so was M. Plangon as the King. Signor Maggi, like Signor 
Morello, lacked the requisite physical power as the Ethiopian 
monarch Amonasro. Madame Adini was fairly good as Aida, 
and Signorina Giulia Ravogli was admirable as the King’s 
jealous daughter. Strange to say, although A7dc is certainly one of 
Verdi’s finest works, it did not make a very deep impression ; 
nor did it attract so large an audience as anticipated. Besides 
the important novelties and operas revived, many interesting 
representations have been given, and the Queen has commanded 
several performances at Windsor, among them Mr. Cowen’s 
Signa and L’Attague du Moulin. In deference to Her Majesty’s 
nerves, the gunpowder effects of the latter work were wisely 
modified. Smokeless powder would have proved agreeable in 
this instance. It may be noted that several members of the 
Covent Garden orchestra have returned to their old posts, with 
obvious advantage to the general effect. The last novelty, Zhe 
Lady of Longford, by Herr Emil Bach, was well received, but 
it is rather a ballad opera than a dramatic work. 


GERMAN OPERA. 


Tue series of German operas at Drury Lane have possessed 
great artistic interest, and we were glad to see so large an 
audience at the revival of Beethoven's Fidelio. Happily, the 
hard work Frau Klafsky has had has not impaired her fine 
voice, and in Fide/io her singing and acting realised the sym- 
pathetic character more fully than any prima donna since 
Titiens, whose lamented death caused Beethoven’s noble opera 
to be shelved for some years past. With Frau Klafsky’s fine 
rendering of fhe heroine, we must also praise Herr Wiegand as 
the jailer Rocco. He sang and acted admirably, as did Mr, 
David Bispham as Pizarro. Herr Alvary gave great expression 
to Florestan’s dungeon scene, but we have heard the music 
more perfectly sung. Herr Alvary is so essentially dramatic 
that sometimes he sacrifices vocal effects, as he did in the revival 
of Der Freischiitz, which was, however, a singularly interesting 
revival, in which the beauty of Weber’s music once more 
exercised its old charm. Frau Klafsky was also a charming 
Agatha, singing the scena known to us as ‘“‘ Softly Sighs ” in 
the most expressive manner. But the greatest achievement at 
Drury Lane was the performance of 7ristan und /solde. It was 
such a triumph for the composer and the performers that Sir 
Augustus Harris has given an ‘‘overflow performance.” Every 
lover of dramatic opera should see 7ristan. The representation 
was as fine as the music, the power and originality of this noble 
music drama being fully realised in the performance. 


SAVOY THEATRE. 


ForSAKING for a time the Gilbert and Sullivan school of comic 
opera, Mr. D’Oyley Carte has produced a ‘“‘light opera” in 
three acts, the libretto by M. Michel Carré, and the music 
by M. Messager, whose opera Za Basoche will be pleasantly 





remembered. The libretto is of rather a commonplace kind, and 
in many places recalls Balfe’s Bohemian Girl. Murette is the title 
of the opera, and the heroine is a gipsy, who is taken under the 
protection of a wealthy lady, simply called the Marquise, whose 
nephew is captivated by the pretty gipsy, first seen by him 
sleeping ina forest near his aunt’s chateau. But the heroine has 
a lover in the gipsy tribe, who has also found a home at the 
chateau, and this leads to complications. For the nephew is 
engaged to an aristocratic young lady. When he is about to 
sign the marriage contract he hears the voice of the fascinating 
gipsy, and resolves to fly with her, but circumstances thwart 
him, and eventually the gipsy lovers are united and the nephew 
pairs off with his betrothed. It is a weak story after the 
brilliant conceptions of Mr. Gilbert, but the music is lively and 
tuneful, and A/irette was received with favour. Miss Maud 
Ellicott, a new-comer, was successful as the gipsy heroine ; Mr. 
Courtice Pounds sang pleasantly as the gipsy lover, and Mr, 
Scott Fishe acquitted himself well as the vacillating nephew. 
It will not have the success of the Gilbert and Sullivan operas, 
but up to the present has attracted fairly good audiences, and it 
should also be added that AfZirette is splendidly placed upon the 
stage. 





CONCERTS. 


ALTHOUGH the concerts might be counted by the score, and we 
have sometimes had half-a-dozen in a day, few claim much 
attention on artistic grounds, while a host of pianoforte recitals 
only remind us of the beaten track in which most of the players 
are found. A slice of Bach, a fragment of Beethoven, a dash of 
Schumann or Mendelssohn, a flavour of Chopin, and generally 
some composition by the pianist—such is the customary pro- 
ramme. But occasionally we have had better things, and the 
Wolff Musical Union is entitled to high praise. Herr Johannes 
Wolff, the violinist, at his last concert brought over the wind 
instrument quartet from the Paris Grand Opéra, and their 
playing was universally admired. Rubinstein’s quintet for 
pianoforte and strings in F, Op. 55, was the first item, but it 
was found rather duil. M. Taffanei’s performance of a suite by 
Widor for flute caused quite a sensation, owing to the charm of 
the music and the fine playing of M. Taffanel, who gave quite a 
new idea of the powers of the flute as a solo instrument, 
Mozart’s trio in E flat, and five of the seven movements of 
Beethoven’s Serenade, Op. 25, were included in the programme. 
It is to be hoped that the Wolff Musical Union will succeed. 
Messrs. Erard have opened a new concert-room at their 
establishment in Great Marlborough Street, and M. Paderewski 
has been playing there. The opera recitals of Sir Augustus 
Harris at Queen’s Hall have included Carmen and-other operas, 
but so far the scheme has not been very attractive. Carmen, 
also, is not a great opera for the purpose ; apart from the stage 
it has no great power of attraction, and this even the singers 
appeared to feel. Wagner was right when he declared that 
‘* poetry, music, and pictorial art must be associated to make an 
ideal opera.” A true operatic student cannot be satisfied with 
picking out a few catching melodies. Zhe King’s Error, or 
Micaiah the Prophet, a sacred cantata, by Mr. Henry Coward, 
was performed at the Crystal Palace on the 14th. There are 
effective passages in the cantata, but it has no great depth or 
power. Space fails even to mention the names of the host of 
concerts given during the month. They were heard, but are by 
this time forgotten. 








Musical Potes. 


THE operatic and concert season has naturally suffered 
a good deal through the hideous crime of the assassin 


Santo. The theatres which receive a state subvention, 
the Grand Opéra, the Opéra Comique, and the Comédie 
Francaise, wereclosed from Monday the 25th to Thursday, 
June 28th, and the usual gratuitous performances on 
July 14th were abandoned altogether. It is said that 
news of the murder reached M. Casimir-Périer while at 
a soirée musicale at the mansion of the Comtesse de 
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Greffulhe, where Mile. Delna was just about to begin a 
song, when she stopped, alarmed at the expression she 
saw on the face of the Comte de Genay, who entered with 
the awful news. Of the Grand Opéra there is little to 
tell this month. Most of the principal artists are taking, 
or about to take, their holidays. Miss Sanderson is re- 
placed in Zhais by Mlle. Berthet, and Mme. Caron in 
La Valkyrie by a débutante, Mile. Bourgeois, a young 
singer who, only six months ago, was engaged at a con- 
fectioner’s, but who is gifted with a fine voice, which, 
with training, should win her distinction in opera. 
M. Gailhard has returned from London equally amazed 
at and delighted with the rapidity and skill with which 
La Navarraise was produced here, and anxious to bring 
it out in Paris ; but Mlle. Calvé’s numerous engagements 
abroad render it doubtful if it can be produced before, at 
any rate, the middle of next year. For the present, the 
production of Verdi’s O¢e//o demands everyone’s attention. 
Boito is already in Paris looking after his and the com- 
poser’s share in the work, and the directors have been 
arranging a double ‘cast; for Othello, Saléza and 
Dupeyron; for Iago, Maurel and Delmas; for Desde- 
mona, Mmes. Caron and Bosman; for Emilia, Mmes. 
Héglon and Beauvais, etc. 

ACCORDING to Le Ménestrel, Mile. Calvé’s engage- 
ments for the next twelve months are as follows : October, 
performances in Sweden and Norway (query, Denmark) ; 
from November ist to December 15th, Opéra Comique 
(Paris) ; January, Opera House of Madrid; February, 
Nice or Monte-Carlo; March and April, in Russia ; May 
and June, in London. 

THE season at the Opéra Comique closed on July Ist. 
Save for the production of Fa/staf, it has not been re- 
markable for either artistic or pecuniary success, though 
posterity will perhaps esteem the production of Bruneau’s 
Attaque du Moulin more highly than either M. Carvalho’s 
audiences or his critics esteemed it. The French will 
possibly have to learn, as they did with Faust and Carmen, 
that it was really a very fine work which they received so 
coolly. To replace his many departed frime-donne, 
M. Carvalho has engaged Mlle. Nikita, already well 
known by her juvenile performances in London, and 
Miles, Vilma and Berthelly, of whom we know nothing. 
Mme. Melba also has promised to appear for a short 
time after her return from America, and will sing in 
Manon and L’E toile du Nord. 

THE opening of the Comédie-Parisienne as a lyric 
theatre, with the Dzzah of M. Edmond Missa, duly took 
place on June 28th, and after two or three performances 
the theatre was closed and the scheme abandoned. 
Dinah turns out to be /mogen re-named, as we suspected, 
but neither the libretto of MM. Michel Carré and Paul 
de Choudens nor the music of M. Missa had any very 
favourable reception, though the failure of the scheme 
was probably due to other causes. 

THE indefatigable M. Massenet has retired to his villa 
at Pont-de-l’Arche to work at a new opera entitled 
Grisélidts. 

THE winner of the Grand Prix de Rome this year is 

M. Rabaud, a pupil of Massenet, and son of a professor 
of the violoncello at the Conservatoire. His setting of 
the cantata Dafhiné is described as an interesting work, 
displaying much imagination. 
_ MME. GOUNOD, assisted by her son, M. Jean Gounod, 
is about to publish a work on her deceased husband, con- 
sisting of a sort of notesbook kept by the composer and a 
number of letters, forming aliogether a sketchy auto- 
biography. 

Bizet’s Pécheurs de Perles has been performed with 
much success at Aix-les-Bains, with Mme. Brejean- 





Graviére, MM. Leprestre and Soulacroix in the principa 
réles. 

THE celebration at Mons of the tercentenary of the 
death of Orlando di Lasso appears to have been almost a 
fiasco, The grand international choral competition 
could not take place, because no foreign choirs would 
take part (they appear to have objected to the composi- 
tions chosen for performance), and in the only choral 
competition (if we may so call it) which did come off, 
only one Belgian choir entered, and received the prize. 
A few motets and part-songs by Lasso were sung, but 
the composer most prominently put forward was the 
Director of the Conservatoire of Mons, M. Jean Van den 
Eeden, and this seems to have given great offence. The 
overtures to Don Giovanni and Coriolanus were per- 
formed, and Wagner’s Wa/kiirenritt, and altogether the 
whole affair was grossly mismanaged. 

UNDER M. Sylvain Dupuis, the young and enterprising 
conductor of the Nouveaux Concerts of Liége, the first 
and second acts of Wagner’s 77is‘an were given in that 
town for the first time, and excited immense enthusiasm. 

THERE is nothing to record of the Berlin Opera House 
during the last month, save the farewell performance of 
Fri. Leisinger on June 25th. This lady, who has been 
one of the chief stars of the theatre for ten years, quits 
the stage and concert-room for private life. She chose 
the heroine of the Frezschiitz for her last part, and was 
overwhelmed with every kind of mark of esteem. Con- 
siderable alterations are to be made in the Opera House 
shortly, and when the season begins again another locale 
for the performances will probably have to be found. 
Opera is also being given with success at the Belle- 
Alliance Theatre, which apparently aims at replacing the 
vanished Kroll’s Theatre. Two novelties indeed, Das 
fHlexenlied, words and music by Emil Kaiser, and 
Zamora, by Adolf Stierlin, are both works of little or no 
importance, but the works of the general répertoire are 
fairly performed, and for those who love “stars” there 
is Herr Botel, with his phenomenal tenor and his 
wonderful C’s, 

For the benefit of visitors to the Wagner performances 
at Munich, we give an outline of the casts for the first 
six nights. August 8th, 77zstan, Mmes. Moran-Olden, 
Staudigl ; MM. Gudehus, Brucks, Gura. August 11th, 
Das Rheingold, Mmes. Staudigl, Borchers, Blank ; MM. 
Brucks, Vogl, Schelper, Hofmiiller, etc. August 12th, 
Die Walkiire, Mmes. Ternina, Bettaque, Staudigl ; MM. 
Brucks, Gudehus, Siehr. August 14th, Szegfried, Mmes. 
Ternina, Blank, Borchers; MM. Vogl, Brucks, Hof- 
miiller, Schelper. August 16th, Gdtterdimmerung, 
Mmes. Ternina, Dressler, Frank ; MM. Vogl, Schelper, 
Wiegand, Bamberger. August 19th, Die Meistersinger, 
Mmes. Dressler, Blank; MM. Mikorey, Gura, Walter, 
Nebe, Siehr. The Mezstersinger will be conducted by 
Herr Richard Strauss ; the other works by Herr Levi. 

ALONG with Herr Adolf Brodsky, another very distin- 
guished violinist, Carl Halir, is about to make his home 
in Berlin. He has been appointed first violinist at the 
Hofoper, and teacher of the violin at the Hochschule. 
He will enter on his new duties on September Ist. 

SOME German papers of authority report that it is 
intended to revive Der Ring des Nibelungen at Bayreuth 
in 1896, It is highly desirable that it should be revived 
before the traditions of the first performance are quite 
lost. Even now, it isto be feared that the standard of 
eighteen years ago can hardly be reached, but nothing 
can be gained by deferring the revival, and much will un- 
questionably be lost. We should be glad to know 
whether there are sufficient funds in hand for the 
purpose, for a very large sum will be required. 
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A CURIOUS circumstance in the life of Beethoven has 
just come to light. In 1823 he received an offer to 
compose an oratorio for the Handel and Haydn Society 
of Boston, America. He seems to have entertained the 
idea, but never to have begun any composition. Con- 
sidering what the resources of the society were in those 
days (it was eight years old), it is amusing to think what 
they would have made of such an oratorio as Beethoven 
would probably have written in the year 1823. 

THE Giirzenich Summer Concerts at Cologne, which 
are hardly one whit less interesting than the more famous 
series of winter concerts, have begun for the season under 
Wiillner and G. Hollander. Among the new works 
already given are the symphonic scenes, La Mer, by the 
young Belgian composer, Paul Gilson, a new violin 
concerto (well spoken of) by Richard von Perger, a 
composer once settled at Cologne, but now residing at 
Rotterdam, some variations for orchestra by Alfred 
Doppler, and an orchestral piece entitled Ostern by 
Fritz Volbach. Gustav Hollander and Eugéne Ysaye 
have appeared as solo violinists, 

JUNE and July are emphatically the months for 
musical festivals in Germany ; besides those at Stuttgart 
and Dortmund, of which we spoke last month, there has 
been the 12th Silesian Festival at Gérlitz (June 17-19), 
at which Zhe Messiah, Schumann’s Paradise and the 
Peri, Beethoven’s A major symphony, and another by 
Count Hochberg, the founder of these festivals, were the 
chief items ; also the 12th Mittelrheinische Musikfest, 
which took place at Darmstadt, July 7-9. Putting aside 
the banquets, garden-parties, excursions, etc,, which no 
doubt added greatly to the pleasure of the gathering, the 
chief musical features were the performance of Haydn’s 
Creation (which holds its ground in Germany far better 
than in this country), and of Berlioz’s Romeo and Juliet 
symphony, which was given entire, and made a great 
impression. Hofkapellmeister Willem de Haan con- 
ducted throughout in a most masterly fashion. In Kiel, 
the third Schleswig Musical Festival was combined with 
the jubilee of the local Gesangverein, and among the 
works given were E/ijah, Brahms’ Schicksalslied, Part III. 
of Schumann’s Faust, and the Choral Symphony. 

SOMEONE is reported to have contributed a considerable 
sum towards the erection of a worthy monument to 
Schumann at Leipsic, but whether the giver is a gentle- 
man or a lady, and whether the sum is 56,000 or 48,000 
marks, is disputed among the journals which publish the 
report. For the monument at Zwickau (his birthplace) 
30,000 marks are already collected, and it is hoped that 
the remainder of the sum necessary will soon be ob- 
tained. 

THE annual report of the Hofoper of Vienna for the 
season 1893-4 shows that 272 performances were given of 
63 operas, by 42 composers. The works most frequently 
given were Pagliacci (or, as it is called in Germany, Der 
Bajazzo), 27 times ; Cavalleria Rusticana, 18 ; Smetana’s 
Der Kuss (a novelty), 12 times, and Carmen, io times: 
not one of them a German work. Of Wagner’s works, 
the Hollander had 9 performances, Lohengrin, 6, Siegfried 
and Die Walkiire, 4each, Die Meistersinger, Tannhauser, 
and 7ristan, 3 each, Die Gétterdimmerung, Parsifal, 2 
(if this be not a mistake it can only mean a concert- 
recital), Das Rheingold and Rienzi, 1 each. Massenet’s 
Werther was given 8 times, and his Manon 7 times. 
Ballets are still a great attraction at Vienna, for two of 
them had 21 performances each. 

FROM Dresden we learn that the recent performances 
of the NVibelung cycle passed off with great success. 
Herr Gudehus, who was the principal tenor, has promised 
to return and sing as Gast whenever his engagements at 





Berlin permit him toleave. Fri. Teleky has been engaged 
for one year certain. The first novelty of the next season 
is to be Verdi’s Fa/stzf, after which it is proposed to give 
Berlioz’s Zvoyens. Herr Reinhold Becker has, so it is said, 
resigned the conductorship of the Dresden Liedertafel. 

AT a late meeting of the committee for the purchase of 
Herr Oesterlein’s Richard-Wagner-Museum, it was stated 
that encouraging progress was being made with the move- 
ment. It was decided that four towns, Weimar, Leipsic, 
Dresden, and Niirnberg, should have preference (in the 
order named) as regards the site to be selected for the 
Museum, the eventual choice to rest with the committee, 
which will apparently be largely guided by the amount of 
subscriptions sent from each of the centres. Outsiders 
will perhaps wonder why neither Bayreuth nor (above all) 
Munich are to have a chance. The connection of these 
places with Wagner is certainly much closer than that of 
Weimar, Dresden, or Niirnberg. ; 

Mr. EUGEN D’ALBERT is reported to have finished a 
new grand opera in three acts, and Herr Philipp Riifer 
has published the libretto of an opera, /mgo (founded on 
Freytag’s novel), to which he has composed the music. 

HERR STAVENHAGEN, the pianist, has accepted an 
engagement for a five months’ tour through Canada and 
the United States. He will also, very probably, pay a 
visit to Australia. 

THE seventieth birthday of Herr Karl Reinecke, on 
June 23, was celebrated at Leipsic with every mark of 
esteem for the excellent conductor of the Gewandhaus 
Concerts. Probably to him the most welcome honour 
was the raising of a fund, the interest of which is to be 
devoted partly to supplementing the pay of certain 
members of the orchestra, and partly to assisting poor 
students at the Conservatoire. Fourteen thousand marks 
have already been subscribed, but a good deal more will 
be wanted to make the fund of much use, and more will 
doubtless be forthcoming before the list is closed. 

EDGAR TINEL, the composer of the immensely 
successful oratorio, Franciscus, is engaged on the com- 
position of a second large work of a similar, though 
apparently more secular, character ; it is entitled Godoleva, 
and borrows its subject from a tale of Christian martyrdom 
at Rome. The composer does not expect to have his 
work ready for performance till the beginning of 1896. 
Meanwhile Franciscus is steadily making its way through 
all the musical towns of Germany. It is to be heard 
shortly at Stuttgart, Hanover, and Danzig, and at Berlin 
for the fourth time. 

THE Philharmonic Choir of Berlin, under Herr 
Siegfried Ochs, is making preparations to give a grand 
performance of Berlioz’s “ Requiem” in the course of the 
winter. Thanks to the co-operation of members of the 
Zander'sche Liedertafel, the chorus will be five or six 
hundred strong. 

WHO is really to succeed Richard Strauss at Weimar? 
Last month several of the German papers announced 
that it was to be Richard Sahla from Biickeburg. Now, 
the same papers say it is to be Dr. Franz Beier from the 
Hoftheater of Kassel. 

A MEMORIAL tablet has been affixed to the house at 
Pesth in which that excellent composer, Robert Volk- 
mann, lived, and in which he composed many of his best 
works, 

THE sixty-fifth general meeting of the Society for the 
Furtherance of Musical Art, the most important musical 
society of Holland, took place at Utrecht, June 9-11. 
Among the works performed, under the direction of 
Richard Hol, were the Béatitudes of César Franck, the 
Lobgesang, fragments of Rubinstein’s Moses, and the 
Choral Symphony. 
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THE Mustkalisches Wochenblatt is publishing a trans- 
lation of some interesting letters written by Tschaikowsky 
during a visit to Leipzig in 1887. Those who love to 
know what one great man thinks of another may here 
learn Tschaikowsky’s opinions of Brahms and Grieg, and 
of various lesser lights of the musical world—Brodski, 
Siloti, Miss Ethel Smyth, etc. It appears from one of 
these letters that Dr. Hanslick described the Russian 
composer’s violin concerto as “stinking music”—an 
expression which naturally rankled in his mind for a 
long time. 

A COMIC opera in three acts, Fra gamle Dage (From 
old times), by Johannes Haarklou, was produced at the 
theatre of Christiania on May 15, with considerable 
success. This is said to be only the second Norwegian 
opera ever produced, its predecessor having been apiece by 
Thrane which was performed more than halfacentury ago. 

AT a place called Cattolica, in Sicily, the Cavalleria 
Rusticana has been performed in a uniquely realistic 
fashion. The piece was acted in the market-place in the 
open air, and the actual church of the village was used as 
the stage church ordinarily is, notwithstanding the protest 
of the priest against such a profanation. 

Mr. WALTER DAMROSCH is said to have secured for 
his German opera season in New York, next March and 
April, Mmes. Rosa Sucher, Ternina, Stavenhagen, 
Scharnack ; and for gentlemen, Max Alvary, Rothmuhl, 
Franz Schwarz, Oberhauser, Emil Fischer, and Conrad 
Behrens. He proposes to give Fide/io, and all Wagner’s 
operas except Azenzi and (of course) Parsifal. Never- 
theless, we would not be too confident either as to the 
artists or the works. 

S1G. GAETANO CORONARO, a writer of operas, one of 
which, at least, 77 Tramonto, has had some success even 
outside Italy, has been appointed to succeed the late 
Alfredo Catalani as Professor of Composition at the Con- 
servatorio of Milan. 

TOMAS BRETON, the Spanish composer, whose serious 
opera, Los Amantes de Teruel, is one of the best Spanish 
operas of the day, has won even greater popularity as a 
comic opera writer, his zarzuela, La Verbena de la Paloma, 
having just had its rooth performance. 

A VERY grand new opera house, to be opened next year, 
is just being finished at Buenos Ayres. If we may believe 
the reports (or we may not), there are to be lifts which 
will take the visitors’ carriages right up to the upper 
stories, whence they can walk to their boxes. 

THE Three Choirs’ Festival will take place at Hereford, 
September 11-14. The works to be performed include 
Dvorak’s Requiem, E/ijah, Mackenzie's Bethlehem, Parry’s 
Job, the Loégesang, and portions of the Creation, and 
Bach’s Christmas Oratorio; besides two new works, 
a cantata, Zhe Cradle of Christ (on Wednesday, the 
12th), and a ballad for soli, chorus and orchestra, entitled 
Sir Ogie and the Ladie Elsie, by Dr. C. Harford Lloyd. 
The singers include Mmes. Albani, E. Florence, Anna 
Williams, Hilda Wilson; Messrs. Lloyd, Houghton, 
Santley, Plunket Greene, R. Grice,-and Watkin Mills. 
The cathedral organist, Mr. G. R. Sinclair, will be the 
general conductor. 

S1G. ARDITI has accepted the post of conductor to the 
Carl Rosa Opera Company. 

MR. HILTON CARTER, secretary of the London Organ 
School and International College of Music, has been 
appointed secretary of the Guildhall School of Music, in 
place of the late Mr. C.,Smith. 

Mr. A. J. HIPKINS has been appointed conservator of 
the valuable collection of musical instruments belonging 
to the Royal College of Music, and Mr. Barclay Squire 
librarian to the same institution. 





AT a concert got up by Mrs. J. L. Roeckel, at Bristol, 
on the 28th of June last, the répertoire consisted entirely 
of works by contemporary British musicians. Not more 
than one item by any composer was performed, yet a 
long and varied programme was the result, containing 
such representative names as Mackenzie, Cowen, 
Sullivan, Stanford, Prout, J. F. Barnett, Walter Mac- 
farren, Edward German, J. L. Roeckel, and others. It 
is gratifying to learn that the success of this experiment 
necessitated a repetition of the concert on the following 
day. 

AN interesting series of concerts is promised to Lon- 
doners next autumn by Mr. Ernest Fowles, provided he 
receives before that time sufficient guarantee of support. 
The programmes are to consist entirely of chamber music 
by British composers, and with such names as Miss Fanny 
Davies, Miss Emily Shinner, and Mr. Whitehouse among 
the artistes, should prove both attractive and successful. 

Or Mme. Alboni, the famous contralto, who died in 
Paris on June 23rd, we may safely say that she was the 
greatest and the last of her kind—that is, of those who 
devoted themselves simply and solely to the exhibition of 
a superb voice by means simply and solely of technical 
vocal skill. She had no particular charms, no particular 
dramatic faculty, no special intelligence; but she had 
such consummate vocalisation, especially of the florid 
Italian school, as no other contralto vocalist known to 
the present age had ever possessed. Her voice was, 
indeed, equal to her vocalisation, but—voz/a tout. She 
was born (we believe, though different dates are given) 
in 1822, in the Romagna; she had the advantage of 
receiving lessons from Rossini in her early years, and she 
remained to the last the truest and best singer of his 
music, as she was always one of his best friends. After 
singing in a great many Continental tours, she appeared 
in London at Covent Garden in 1847, and made an 
extraordinary sensation. After this she sang pretty 
regularly up to 1858, but her physical defects (she 
eventually became of enormous size) hindered her 
popularity, and about 1861 she began to retire from the 
stage. She sang only in private circles, or where she 
could sing without being seen. She was most amiable 
in private life, loved to advise and help young singers, 
and has left large charitable donations for musical and 
municipal objects in Paris.-Sig. Coletti, who has also 
died lately, was an Italian basso, very popular in his day 
(1834-50), who frequently sang with Mario and Grisi, 
and made a certain reputation for himself—Mariano 
Vasquez y Gomez, who died on June 17th (born 3rd 
Feb., 1831), was a popular Spanish composer in his time, 
but of late his reputation has been eclipsed by other 
composers.—Count Alberto Amadei, an Italian composer 
of salon-music, died on July 12th, aged 43.—M.Montariol, 
a popular French tenor, who has been heard at Covent 
Garden during the last few years, died at Angouléme on 
July 20, aged 39. 
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STUDIES. 


MUZIO CLEMENTI. Study No. 31 from the ‘'Gradus ad 


Parnassum.” 


IGNAZ MOSCHELES, Study ia D minor. Op. 70, No. 6. 


PIECES. 
W. A. MOZART. Gigue in G major. 


L. VAN BEETHOVEN. First movement of the Sonata in B flat. 
Op. 22. 

CARL MARIA VON WEBER. Adagio from Sonata No. 1, 
Op. 24. 

R. SCHUMANN. Whims (Grillen). Op. 12, No. 4. 


London: AUGENER & CO., 86, Newgate Street, E.C, ; 
1, Foubert's Place, and 81, Regent Street, W. 





AUGENER'S EDITION. 


OPERATIC CHORUSES 
ARRANGED FOR FEMALE VOICES, 


With Tianoforte Accompaniment and adapted to English Words 
BY 


H. HEALE, 


Edition ist SERIES. 
No. From Weber's “ Freischiitz."’ 


4161. Huntinc Cuorus. Waken, Lords and Ladies gay. 4-part 


(Piano ad lib.) .. 


4162. HuntinGc Cuorus. The huntis up. 4-part (Piano ad lid.) 
4163. Bripesmatps’ Cuorus. Bride, upon thy marriage day. 


a-part 


From Herold’s ‘‘ Zampa.”’ 
Bripat Cuorvus, Ring joyouschords! 3-part / : 
Praver. Shepherd, that cost Israel keep. 3-part (Piano 
ad lib.) me +s as 
BARCAROLLE. Adieu, adieu, our native shore fades, 2 part 
SERENADE. = oa maid ! _ eet is ours. 2 Or 3-part 
(Piano ad lib.) . ‘ ‘ 


From Lortzing’s ‘‘ Undine.”’ 
Bripat Cuorus. Bring flowers, fresh flowers 2 or 3-part 
Huntinc Cuorus, Their - the merry horns -~ out. 
2-part a 
Prayer. Thou, shepherd, ‘that “dost Seeant Keep. 4-part 
(Piano ad hb.) - ‘ f 


From Boieldieu’s ‘‘ Le petit Chaperon Rouge.”’ 
Lutvasy. Sleep, sweet babe. 3-part .. 
Cuorus. Sweet rural scene. 3.part od 
Cuorvus oF Peasants. Rise, shepherds, rise. " spart 


From Lortzing’s ‘‘ Zar und Zimmermann.” 
Bripat Cuorus. All dear Nature’s children sweet. 2 or 
3-part , 
Cuorvs. Sienike ye ae crew. 3 part 
All hail to thee thou first of May. 3 part . 





From Méhul’s ‘‘ Joseph.”’ 
Cuorus, Praise the Lord with gladsome mind. 3-part 
.» MorninGc Prayer. Father of all in every age. 3-part 
(Piano ad lib.) re Ss > es ‘4 
Cuorus oF Marpens. Praise the Lord with cymbals and 
dances, 3-part .. 
From Schuberts ‘‘ Rosamunde.”’ 


Huntinc Cuorvs. ‘The hunter's horn is ringing. 3-part 
(Piano ad lib.) “ ae vi = ad 
Cuorus oF SHEPHERDESSES. All ye woods. 2-part 


From Weber's ‘‘ Oberon,”’ 
. Corus. Come, follow me, you fairy elves. 3-part 
From Mozart's ‘‘ Idomeneo.”’ 


Barcarou.e. Merrily bounds the bark. 2-part 


From Mozart’s ‘‘ Don Giovanni.”’ 


Cuorus. Hie away, where the copse-wood is the greenest. 
2-part . +e 


AUGENER & CO., 86, Newgate Street, London, E.C. 
1, Foubert’s Place, and 81, Regent Street, W. 





“Simply a little gem, with which any player can create immense 
success.” —Strad 


| Pe ata. Romance for Piano and Violin (or 


Piano and Violoncello). By reat RuBin1. =e post free, 1s. 6d, 
CuHaRLES WooLHousE, 174, Wardour Street, London, W. 


Fditio 
Nemb 
8680 
7394 


Lond 
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NEW ORIGINAL VIOLIN MUSIC BY 
GUSTAV JENSEN. 


een om (For VioLIn anv Ptano). 
ember 


8680 Suite in A minor. Op. 25 
7394 Trois Morceaux caractéristique . “(Roma ince Menuet, 

Chanson p»pulaire) ae net 2— 

ate Romanze (B dur), Op. 36 pe 4- 


London: AUGENER & CO., 85, Ne vgate pn E. c. olen "i Foubert’s 
Place, and 8, Regent Street, W. 


NEw VIOLIN AND PIANO MUSIC. 


BLAGROVE, STANLEY. Reverie 
etal ms nap y J. Danse des sorcitres ... 
Robin Adair, Faataisie bri lante ... 

7327 MOSZKOWSKI, M. Cinq Valses. Op. 8. 

mile Thomas .. “i s 

ROECKEL, J. L. Croquis musicales, 6 Morceaux :— 
A antique, Mazursa-Caprice, Simple Mélodie 
net 


Cahier I, 
75530 oY - II. Théme dansant, Dans la henge, Sous la peasy net 1 — 
STRELEZKI, A. L "Absence. Mélodie.. 3- 


London: ‘oem & CO., 86, Newgate Street, E C3 ; ne 1, Foubert’s 
Place, and 81, Regent Street, Ww. 


"NEW WORKS IN AUGENER'S EDITION B} 
CORNELIUS GURLITT. 


PIANOFORTE SOLOS (a 2 mains). 
12 kleine Salonstiicke. Cp 148 C. 2 -— 


Sreseeigentiens ineuainess me 6 k'eine Tonstiicke. a 
204. 


Fdition s. a. 


oa net 2 6 
Op. 3 


Arrangées par 
uet 


75634 





Edition 
Nomber. 
é154a6 Novelletten. 
6172 
PIANOFORTE DUETS. 
Bunte Blatter (Leaves of varied hues), Kleine Tenstiicke. 
P- 193 
Bock I, 
II. 
Ill. 


(Husaren - marsch, Gavotte, Tpemnm, 
umoreske)... : I 
(Menuetto, ldylle, Burlesca, ¢ “apricio) see I 
(Intermezzo, asain Lamoniade Marsch, Valse 
brillante) ... 7 
London: AUGENER & CO., 86, Steuiabe Sevens, E. C: oie % Foubert’s 
Place, and 81, kegent Street, W. 


6925a 
69265 = 
6926 


” 
” 


NEw MODERN PIANOFORTE PIECES 


GOODWIN, AMINA, 

HIRSCH, T. 
Vortragsstiick ‘ 

— Blumensprache (Language of Flowers). 


Toccata .., 
Der lustige Zigeunerbub.. "(The Merry G: sy Boy) 


G: wotte. 
KIRCHNER, Ff. Gavotte de la — Op. 520 
Valse a la Tyrolienne. Op. 

1a Chapelle montagnarde (Borg Kapelle). 
LINCKE, PAUL. Sternlein am Himme'szelt, 


SCHUTT, EDOUARD. Deux Bluettes. 


soir) vn sod ais ues - 
STRELEZKI, ANTON. Morceaux :— 

No, 72. Va'se brillante, en La bémol mjeur, eee ae wa, 2 

3 


"Nocturne. Oo. 531 
Salonstiick. Op. raz 
(Priére du Matin, et Au 


73. Mélodie Noc.urne, en Sol bémol majeur .. 
London: AUGENER & CO., 86, Newgate Street, E. C; ; also 1, Foubert’ s 
Place, and 81, Regent Street, W. 


A. STRELEZKI’S: Op. 220. 


LEICHTE KLAVIERSTUCKE IN TANZ-FORM. 


No. 1. Mazurka 
2. Valse 
3. Polka 
4. Minuet 
5. Galop 


London: AUGENER ‘& CO., *6, Soweuee Street, E. C5; ole 1, Foubert’ s 
Place, and 81, Regent Street, 


JUST PUBLISHED. 
EW AND COMPLETE CATALOGUE 
The “AUGENER EDITION,” 


Vol. V. Forming Vol. V. of Augener's Catalogues. 
Part I.—PIANOFORTE MUSIC. 
11,—Hanmoaium and Organ Music, 
III.—STRING AND WIND INSTRUMENTS. 
(Vio'in, Vio'onceWlo, Flute, &c.). 
IV.—VOCAaL MUSIC. 
To be had gratis of the Publishers, 


London: AUGENER & CO., 86, Newgate Street, E.C. 
Place, and 8r, Rezent Street, W 





OF 


; also 1, Foubert’s 


Augener’s Edition. 


‘Mendelssohn’s Overture “Ruy Blas,” 


Transcribed for the Pianoforte 
BY 


E. PAUER. 


Pianoforte Solo (Edition No, 8236) 
Pianoforte Duet (Edition No. 85754) 
2 Pianos, 8 bands (Edition No. 6659) ‘ 
London: AUGENER & CO., 86, Newgate Street, 'E. C.; 
a 1, Foubert’ s Place, and Br, R: *geut Street, Ww 

M EKLODIC STUDIES FOR THE PIANO- 

FORTE, progressively arranged for advancement of technique 
and style, with special regard to Rhythm and Phrasing. 

By A. LOESCHHORN. C. 4to. 

o \4e Easy Studies. Op. 192. 
6553 
6554 
6555 
6556 


6557 
6558 


(Preparatory to Op. 193). 
Books 1, 2,3 «+ 


21 Melodic Studies. Op. 193. 
\ 17 Melodic Studies. Op. 194. 

6359 t 14 Melodic Studies. Op. 195. 
60 } 

‘ne ) 


12 Melodic Studies. Op. 196. Books ro and 11.. on I 
6562 _ Probleme (Rhythmical Dutton. Satie fiir 
6563 Pianoforte. Op. 197. 2 Books «. each 
(These Studies are also —— in a Folio Edition with English 
Fingering. Books 1 to 3, each 5s. ; Books 4 to 13, each 6s. 
London: AUGENER & CO., 86, Newgate Street, E.C.; 1, Foubert’s Place, 
and 8r, ‘Regent Street, 


Books 4ands5 ... 
Books 6 and 7 ... 
Books 8andg ... 





New PIANOFORTE STUDIES AND SCHOOLS, WITH 
CONTINENTAL FINGERING. 


THE SCHOOL OF TECHNIQUE 
AND EXPRESSION 


(“L’EcoLe DE LA TECHNIQUE ET DE L’EXPRESSION ”). 
Exercises, Studies, Easy, Melodious and Progressive 
Pieces and Duets for the Pianoforte, by 


PIANOFORTE SOLOS. 
(With Continental Fingering.) 
Bh ney te TECHNICAL EXERCISES. oer yr 
8329a@ The Book of Scales (Livre des Gammes) _ ... 
8325 The Book of Finger Exercises es our | ‘le développe- 
ment simultané des deux mains) .. 5— 
ST UDIES. 
8326 24 Easy and Melodious Studies (24 Etudes faciles et mélo- 
diques) .. 2 
20 Easy and Progressive Studies (20 Etudes faciles et pro- 
gressives) 2 
20 Khythmical Sketches, intended for the study of various 
rhythmical a (Esquisses rhythmiques) _ .. 
The Culture of the Scale. 24 Original Scale Studies. in ai 
Major and Minor keys__.. 
Mozart Studies. 12 Special and Preparatory Studies, icemasa * 
as an assistance to a setitaaatid artistic caguaninaes of 
Mozart’s Sonatas... ~~ oo 8 


MELODIO u 3 Pi ECES. 
a oan (Esquisses musicales). 20Characteristic spend 








8319 
8327 
8328 
8330 


8314 
8316 Suite e facile " Prélude, Aliemande, Bourrée, Sarabande, aia 
igue 
8315 Three Sonatinas... .. 
8310a-/ National Sonatinas: @, Germany ; 4, ‘Austria r3 ‘Suabia ; 
d, Italy; e, Wales; /, Ireland... Ws ww. each 
Sonatina in A major (Sonatine en LA majeur) 
‘Three Diversions: Theme by ame Valse had Hummel, and 
Swedish Air ... 
A Child’s Life (Jugend- Album) ine 
FOR THE LEFT HAND. 
12 Characteristic Studies for the Left Hand 2 
Suite for the Lefe Hand: Prélude, eapte Gavotte, Sara- 
bande, Bourrée, and Gigue eco 


PIANOFORTE DUETS. 
12 Short, Easy, and Melodious Duets (12 me duos faciles 
et mélodiques) ‘ a a 
8592 Styrian Dances (Danses styriennes pour Piano a 4 mains) ~t— 
London AUGENER& Mey 86, Newgate Street, E.C.;1, Foubert’s Place, 
and 81 Regent Street, WwW. 


8311 
8312 


8313 
8332 
8321 


8591 
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EBENEZER PROUT’S 


THEORETICAL Works 1n AUGENER’S EDITION. 


Demy 8vo. 





A rdbion 


Bound. 

ARMONY: ITS THEORY AND %** 
PRACTICE. By EBENEZER PROUT, B.A., Lond. 
Professor of Harmony and Composition at the Royal 

Academy of Music, &c. Sixth Edition ove 

98a KEY TO “HARMONY: ITS THEORY 

AND PRACTICE.” Second Edition ove 


982% ADDITIONAL EXERCISES TO E. 
PROUT’S ‘“‘HARMONY: ITS THEORY AND 
PRACTICE.” Second Edition sie ooo 


gi8a KEY TO THE ADDITIONAL EXER- 
CISES TO E. PROUT’S “ HARMONY.” Second Edition 


OUNTERPOINT: STRICT AND 


FREE. By EBENEZER PROUT, B.A. Lond., Pro- 
fessor of Harmony and Composition at the —_ Academy 
of Music, &c. Fourth Edition ... ove 


834 ADDITIONAL EXERCISES TO 
E. PROUT’S “COUNTERPOINT: STRICT AND 


FREE,” with Melodies and Unfigured wae for nal 
monising. Second Edition 


an 


5/- 


al- 


oe ooo 1/6 





9183. 


oe oo 





OUBLE COUNTERPOINT AND 


CANON. By EBENEZER PROUT, B.A. Lond 
Professor of Harmony and Composition at > Royal 
Academy of Music, &c, Second Edition... se 


9184. 





UGUE. By EBENEZER PROUT, B.A. 
Lond., Professor of Harmon ad, Composicion at the 
Seoee ion 


9185. 
Royal Academy of Music, &c. sed 
9186. FUGAL-ANALYSIS: A Companion to 


“Fugue.” Being a Collection of Fu; ut into Score and 
Analysed. By EBENEZER PRO T, -A. Lond., Pro- 
fessor of Harmony and Composition at the Royal ay 
of Music, &c, Second Edition eo 


ite. M USICAL FORM. By Esenezer Provt, 


B.A. ja, Professor of Harmony and Composition 
at the Royal ‘Acad: 





lemy of Music, etc. Second Edition s/- 





A grand result of laborious research, outspoken opinion, and wide knowledge.” — 
usical Standard, May gth, 1892 


“It would be impossible to overrate the value of Mr. Prout’s labours in the important 
series of theoretical books from his pen now ot issued by Messrs. Augener & Co. 
. The labours of Mr. Prout in placing a well-considered series of works on the 
various branches of the art of making music deserve grateful recognition. It must not 
be overlooked that the work done is not ony thorough, but, to use a modern expression, 
*up to date’; so that the student guided by Mr. Prout finds himself in the hands of one 
who can be learned without being pedantic, and never fails to see that which is practical 
and useful tavenah the medium of that which is theoretical or speculative.”—Ausical 
News, May 13th, 1892. 


* From ogy ont, in which there is more than a difference of tastes to confuse 
the to turn to the five volumes with which the Professor of 
Harmony at the Ply Academy of Music has completed his treatment of the theoretical 
part of musical composition. We believe that he has followed the only true method of 
laying down theoretical rules in music—namely, by founding them ‘upon the actual 
practice of the great masters.’ . This is, perhaps, the mest valuable features of 
the series—the illustrative examples are taken and i ially from the wi rks 
of the greatest masters -from Bach and Handel—with ‘whens modern harmony may be 
said to begin, down to the present aay. - The text also is clear and well-ordered, 
and by its insistence in defining shows the experience of a practical teacher. 
Westminster Keview, January, 1893. 


“ The series cf theoretical works writtea by Ebenezer Prout will prove of inestimable 
service to teacher and scholar alike. In leading students through paths trodden 
by our musical on ga tne skilful “guide never fails to point out objects of interest to be 
met with on the As text-books, Mr. Prout’s theoretical treatises 

m doubtless take the position of standard worke."--Datly Telegraph, Maxch 
17th, 183. 

** For several years now the author has devoted his attention to the preparation of text. 
books, the features of which have been the clearness w:th wh'ch the subjects treated of 
have been set forth, the mass of knowled, ige compressed within their covers, and the 
numerous examples to illustrate the text, drawn from all sources, showing an immense 

mount of research on the part of the distinguished writer. All these vooks have been 
eartily welcomed by musicians, and have become standard works in this and other 
ountries,” oo ‘tmes, October arst, 1893. 


« erhaps the most remarkable series of musical text-books ever issued.”— 
Weekly Di, ae January 7th, 1894. 


“The motto on all of Mr. Prout’s treatises might be ‘ Musical instruction made easy.” 
Thanks to him, students can now gain really large acquaintance with the works of all 
the acknowledged masters, ancient and modern, without the trouble and expense en- 
tailed in the purchase and study of the scores,"—Athenaum, April 14th, 1894, 











Reviews of E. Prout’s Text-books (continued)— 


The most practical series of text-books on the wees of musical 

theory ever placed before the public.”—d‘henaum, August gth, 1 
ri és . A monumental series of educational works. “gon April 
2nd, 18¢2, 


London: AUGENER & CO., 86, Newgate Street, E.C.; also at 
1, Foubert’s Place, and 81, Regent Street, W. 


DR. H. ——" 


CATECHISMS IN AUGENER’S EDITION. 
Crown 8vo. 
ATECHISM OF MUSICAL merit 2 ‘Nee 


MENTS (Guipe To INsTRUMENTATION). In paper 
covers, net, 2s. 








oe e- oo ~- ee oe oo 2/6 


SR OF MUSICAL HIS- 


Part I. History of Musical Instruments, and History of ieee 
and Notation. In paper covers, net, 2s. 
Part II. History of Musical Form, with Biogra 
In Paper 





9202. 


9203. Notices... 


vers, net, aj- 


ATECHISM OF PIANOFORTE 
AYING, In paper covers, net, 2s. 





R. RIEMANN’S ANALYSIS OF BACH’S 
48 PRELUDES and FUGUES (Wohltemperirtes Klavier), 
Translated from the German by J. S. Shedlock, B.A. 


g20s. Part I. 24 Preludes and Fugues. In paper covers, net, 28. .., 
9206. Part II. 24 Preludes and Fugues. In Paper covers, net, 25. .., 


ATECHISM OF VIOLONCELLO 
PLAYING. (in the Press.) 
London: AUGENER & CO., 86, Newgate St.,E.C.; & x, Foubert’s Place, W. 





9207. 





AUGENER’s EDITION, No. 9,200 


DICTIONARY OF MUSIC 
DR. HUGO RIEMANN. 


Translated by J. S. SHEDLOCK, B.A. 

g2ooa Part I, (A. to Beck). 
g200b Part II, (Becxé to CHACONNE). 
g2oe Part III. (Cxapwick to DISSONANCE). 
g200d Part IV. (Distincro to FUNDAMENTAL BASS). 
g2ooe Part V. (FUNDAMENTAL CHORD to HANDEL). 
g20f Part VI. (Hanve to JuPin). 

Each Part price 1s., net. 


Riemann’s Dictionary is a omeeey worded musical encyclopedia 
which avoids all that is superfluous, It will comprisenot only the biographies 
of noteworthy musicians and writers on music of the past and present, with 
criticisms of their works, but also: a complete description and history ‘of all 
musical instruments, an easily ee, exposition of musical theory 
definitions of musical art-expressions, etc. It will appear in fourteen parts, 
at One Shilling each, which will bind in one handy volume. That which 
distinguishes Riemann’s Dictionary from other dictionaries is unity and 
consistency of statement, which is only attainable if one and the same 
author writes an entire work, but not if a number of contributors 
compete who are of different opinions and variously gifted. Riemann has 
long since, by his striking and many-sided literary activity, given proof of 
his entire ability to cope with the task of — a work of this encyclo- 
pedic nature. His dictionary cont: nven alphabetical order, 
so to speak, the sum and substance of the results of his researches in the 
most varied ranges of musical science, ¢.g. the history of notation, the 
theories of rhythm (phrasing), harmony and form (analysis), musical 
esthetics, etc.; it is therefore adapted to serve as an introduction to his 
musical pedagogic reforms. The problem of presenting established facts in 
a concise and clear manner has here been brilliantly solved. 

“* MESSRS. AUGENER are body ny Fo out in parts a Abs gad edition of Dr. H, Riemann’s 
* Dictionary of Music, with | matter 
by the author. So far as the first tastalment goes, iy work has book excellently done, 
especially in the matter of just allotment of space., Such literary treatises as appear in 
the great dictionaries of Mendel or Grove do not come within the scope of a work like 
this, but ¢o the ordinary si t the newly — pode one wo | will be of immense vaine, 
and the name of the translator—who may be having taken more than a 
translator’s part in the congnenes < the Eng yr ary @ guarantee for 
accuracy and thorough research." The New Q. Musical Review, August, 1893. 

London: AUGENER & CO. 86 Newgate Street, E.C. ; 
1, Foubert’s Place, and 81, Regent Street, W. 











August 1, 1894.] 


THE MONTHLY MUSICAL RECORD. 


19! 





MUSICAL “KINDERGARTEN” 


Musikalischer Kindergarten BY Ecole enfantine 
von 


CARL REINECKE 


Piano Solo. Op. 206. Piano Duet 
Ne No. 


0. 

6341 Vor. I. My first Pieces (within the compass of five notes) 6871 
Meine ersten Stiickchen. Mes premiers petits Morceaux. 

Vou. II. Favourite Melodies (within the compass of five notes) 6872 


Lieblingsmelodicen. Mélodies favorites. 

Vor. III, My first Songs .. 
Die ersten Kinderlieder. 

6343@ Sol-fa Edition. Voice part only. Net, 4d. 


6342 


6343 6873 


Vor. IV. Folk-songsand Dances... 9.4.00 ue tee tee 
Stimmen der Vilker. Chants nationaux et populaires. Pt, I. 


Vot. V. do. do, Pt. II. 
Vol. VI. Teiling Fairy Tales eve we 
Mirchen-Erzahlen. La diseuse de contes. 


Vol. VII. Musical Illustrations a i. ae 
Was alles die Tone erzithlen. Ce que les sons racontent. 


Vou. VIII. Masquerade .. «0 ie ‘ae 
Kinder-Maskenball. Bal masqué, Pt. 1. 
6349 Vor, IX. do. do. Fe. Ts '. 


PIANOFORTE SOLO. | PIANOFORTE DUET. 
Price—Each Book, net, 1s. 4d. Price—Each Book, net, 2s. 6d. 


** The ninth volume of Carl Reinecke’s * Musical Kinderg ° pl a set of 
works of singular merit. Designed for the instruction of children in the art of playing 
the pianoforte, the system adopted yo eminent — is not only attractive but 
highly efficient. So skilfully are the ons arranged thac pupils feel no tedium whilst 
being led step by step towards the attainment of practical knowiedge. In the first two 

'$ they are entertained with pretty tunes asranged within the compass of five notes, 
and in the third with charming little soogs with a simple pianoforte accompaniment, 
while arrangements of national songs and dances make up the fourth and fifth volumes. 
On the study of this branch of music Schumann's advice to students was conveyed in the 
following words: ‘ Listen most attentively to all popular songs; they are a mine of the 
most charming melodies, and afford an insight into the character of different nations.’ 
That these instructions might be carried out at an early age, the author of * Musical 
Kindergarten’ has provided young scholars with an arrangement of all the national 
hymns of Europe, and to these he has added a large number of representative son; 
The pleasure taken by little folk in ‘Fairy Tales’ will be enhanced by the playing of the 

i htly and suggestive themes composed to them; and ingrensing command over the 

ard will attend their practice of ‘ Musical Illustrations’ of familiar subjects forming 

k. In the concluding volumes the incidents of a ‘Masquerade’ are 

merrily set forth, After droll passages indicating the confusion of voices and the tuning 

of instruments, the lively strains commence in earnest, and with but little interruption 

continue to animate the dancers until the ‘ Midnight March’ is sounded. There are two 

editions of Reinecke’s ‘ Kindergarten,’ the music beiog arranged in the cne as a solo 
and in the other as a duet for the pianoforte."—Daily Telegraph, October 20th, 1893, 


London : AUGENER & CO., 86, Newgate Street. E.C. ; x, Foubert’s Place, 
and 81, Regent Street, W. 


FAVORITE PIECES. 


Arranged and Fingered in a Familiar Style for the 
Pianoforte by 


WILLIAM SMALLWOOD. 


1, La Cascade de Rubis. Morceau. Sydney Smith, 

2, Gavotte de Louis XV. Maurice Lee. 

3. Lily of the Valley. Mazurka. Sydney Smith. 

4. Gondolina, Barcarolle. Edouard Dorn. 

5. Air du Dauphin. -Ancienne Danse de la Cour. J. L. Roeckel. 
6. Happy Thoughts. Caprice 4 la Valse. Edouard Dorn. 


6344 6874 


6345, 
6346 


6875 
6876 
6347 6877 
6348 6878 


6879 








Price as, 6d. each. 


AUGENER &CO., 86, Newgate St, E.C.; 1, Fqubert’s Place, & 81, Regent 
Street, W., London. 


- JAGD-OUVERTURE 
CORNELIUS GURLITT. 


Op. 191. 





Augener’s 

Edition. 

No, 6652. For 2 Pianofortest 8 hands oo. « 
»» 8548. For Pianoforte Duet... i ee 


s. d, 
net 2— 
oe Met 1 -- 


London; AUGENER & CO., 86, Newgate Street, E.C.; also 1, Foubert’s 
Place, and 81, Regent Street, W. 


eee 


USEFUL TEACHING PIECES. 
TWENTY-FIVE 


SHORT ORIGINAL PIECES 
FOR THE PIANOFORTE. 


. REINECKR. My first Pieces (Idyl, Evening Song, A Sad Moment, 
Short Song). 
. Remgcke, My first Pieces (Ballad, Scherzino, Prayer, Easy 
Dance). 
. Guruitt. March, Op. tor, No, 1. , 
. RetmnecKe, The Child and the Cuckoo, The Evening Star. 
. Gurutt. Valse noble. Op. ror, No. 14. 
. Krauss. Joyful lay in the garden. Op. 77, No. 2. 
. REINECKE. e Mill, and Duet. 
A, LogscHHorn. The Little Postillion. Op. 96, No. 
. C, Guruitr. + Song (Jagdstiick). Op. 140, No, 14. 
E, Pavgr. The Brooklet. 
A. LogscHHorn. On the Rocking-Horse. Op. 100, No. 4. 
C. Reinecke. Gavotte. 
E. Paver. Waltz. 
C. Guruitt. Gavotte. 
X. ScHaRwenka. March. Op. 62, No, 1. 
E. Paver. Dance Song. 
H. HEALEe. Minuet, 
C. Reinecke. Hide and Seek. 
H. Hearse. Gavotte. 
R. Scoumann. Albumblatt. Op, 68, No. 30, 
E, Paver. Hungarian. 
A, Loescunorn. A Little Dance. 
R. Schumann, May, Charming May. Op. 68. No. 13. 
F. MENDELSSOHN-BARTHOLDY. 6 Pieces. Op. 72, No, 1. 
F, MENDELSSOHN-BARTHOLDY. 6 Pieces, Op. 72, No. 2, 


Price 1s. each. 


London: AUGENER & CO., 86, Newgate Street, 1,°Foubert’s Place, W., 
and 81, Regent Street, W. 





New Edition, arranged in Progressive Order, 


R. SCHUMANN’S ALBUM 
for the Pianoforte. 


Revised, fingered, and supplemented with instructive annotations 
BY 


TH. KULLAK. 


Album for the Young. Op. 68 :— 
. Air (Melody) and Soldiers’ , 14. The Horseman’s Song 
March. 15. Reminiscence and Canon. 
| 16. Sheherazade. 
17. Welcome to May. 
18. Lan ang and Northern Song. 
19. Sailor’s Song. 
so. * *; * Wa 30). 
21. Italian Sailors’ Song. 
22. Round. 
23. Winter Time, I. and New Year's 
Song. 
Choral. 


Humming Song and Choral. 
. A Little Piece and First Loss. | 
. The Poor Orphan and Merry | 
Peasant. : 
. Hunting Song and Siciliano. 
. Wild Horseman and Reapers’ 


ong. 
. A Little Study. 
. Popular Air and Romance. 

. Spring Song. | 
. Little Wanderer and * * * | 
(No. 21). , 

. Rustic Song and Recollections | 

of the Play. 
Harvest Song and * * * (No. 26). 
Knight Rupert. 


24. 
25. 
26. 
27. 
28 

29. 
| 30. 
Scenes of Childhood. 


31. OfStrange Countries and People | 35. 
(From Foreign Parts), and | 36. 
Catch me if you can. 

32. A Strange Story. 

33. Revery (Dreaming), and At the 
Fire-side. 

34. An Important Event, and The 
Poet Speaks, 


13. 

Op. 15 :— 

Child Falling Asleep. 

The Entreating Child and The 
Lay of the Hobby-Horse. 

37- Quite Happy. 

38. Almost too Serious. 

39- Frightening. 


Continental fingering, price 1s. each, 


London : AUGENER, & CO., 86, Newgate Street, E.C.; 1, Foubert’s 





ce, and 81, Regent Street, W. 
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OVELTIES 





Edition PIANOFORTE SOLOS (& 2 mains). 
60116 BACH, J. S. Wohltemperirtes Clavier (48 Preludes 
and Fugues), With phrasing and fingering by 
Dr. Hugo Riemann. New, carefully revised 
edition. PartI,, Book IT, gto. C. net 
HIRSCH, THEODOR. ron caries ri fi 
of Flowers). Gavotte soe 
KIRCHNER, F. La Chapelle leliaasisinlie (Berg- 
Kapelle), Nocturne. Op. 531 
MART, GEORGE BRITTAINE. Pensée mélodique 
MENDELSSOHN-BARTHOLDY, F.  ‘ Scotch” 
Symphony. Arranged by Max Pauer net 
PITT, PERCY, Miniatures. henammaniaee Op. 11 :— 
No. 1. Gavotte et Musette ... ove wee 
2. Lointain passé .. 
3. Scherzino $s 
STRELEZKI, ANTON, Morceaux :- _ 
No. 74. Etude mélodique, en Sol bémol majeur... 
75. Valse mélancolique, en Mi bémol majeur... 


PIANOFORTE DUET. 


6926 GURLITT, C. Bunte Blatter (Leaves of varied hues). 
Kleine Tonstiicke, Op. 163, Book II, (Menuetto, 
-_" Burlesca, Capriccio) as net 

SPOHR, L. Overture.‘ Macbeth ” 


VIOLIN AND PIANOFORTE. 


JENSEN GUSTAV. Vortragsstudien, Eine Samm- 

lung hervorragender und beliebter Tonstiicke alter 

Meister fiir Violine mit Begleitung des Pianoforte 
bearbeitet : — 

No. 18, J. M. Leclair. Andante, Gavotta e Minuetto 

7563 ROECKEL, JOSEPH L. —Croquis_ musicales, 

6 Morceaux, Cahier II, (Théme dansant, Dans 

la barque, Sous la lune)... as net 


INSTRUMENTAL. 


CORELLI, ARCANGELO. 6 Sonate da Camera a 
tre (due Violini, e Violone,o Cembalo), Opera IV. 
With Pianoforte Accompaniment worked out from 
the Figured Bass of the author, and with all neces- 
sary indications for the mode of executing, for 
bowing and fingering by Gustav Jensen :— 

For 2 Violins and Pianoforte ... 
For 2 Violins and Violoncello .. ine ER 
For 2 Violins, Violoncello, and Pianoforte ... net 

IVIMEY, JOHN W. Trio in D, for Pianoforte, 
Violin, and Violoncello. Op. 1 soo, » eat 

SCHROEDER, CARL. Classische Violoncell-Musik, 
Classical Violoncello Music, by celebrated masters 
of the 17th and 18th centuries, arranged for Violon- 
cello with Pianoforte accompaniment :— 

Benedetto Marcello, 2 Sonatas (G minor and F 
major) ss eee net 


eee 


net 


VOCAL MUSIC. 

HEALE, H. Operatic Choruses arranged for female 
voices, with pianoforte accompaniment, and 
adapted to English words :— 

From Mehul’s “ Joseph.” 

Praise the Lord with gladsome mind, 

part : het 

Morning Prayer. father of all in every — 3-part 
(Piano ad lib.) un ane net 


4177 Chorus. 


4178 


4 
~s 


. | 4127¢ To Spring (Swain)... 





Novelties.—Vocal Music (Continued )— 
4179 Chorus of Maidens, Praise the Lord with cymbals 
and dances. 3-part net 
HANDEL. Select Songs, edited by H. ‘ies 

No. 26. O, sleep, why dost thou leave me? 

(Soprano) from ‘* Semele 
SHARPE, HERBERT F. Six two- part Chorases for 
eg voices with Pianofurte accompaniment. 

P. 63 — 


Air 


net 


4127d Then came the jolly so: nmer (Spenser) ... net 


STRELEZKI, ANTON. O wind of Pie ape 
Leben). Song eee oe : 
AUGENER & Co, juss. 
City Chief Office: 86, Newgate Street, E.C. 
West End Branches: 1, Foubert’s Place, 
& 81, Regent Street, W. 
Cheques and Post Office Orders payable to the order of Augencr 
& Co., and to be crossed ‘‘ London and Midland Bank, Limited.’ 
Telegraphic Address—AUGENER, LONDON, 
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SUBSCRIPTION per Annum (Free by Post), 2s. 6d. 
AND MAY COMMENCE AT ANY TIME, 

The Number of the ‘Monthly Musical Record” 
is, and has been for years, 6,000 montb. 
This can be mg 4 at Messts. CASSELL& COMPANY’ 8, who 
print the paper, Belle Sauvage Yard, Ludgate Hill, 


The Scale of Charges for Advertisements in reference to musical matters 
is as follows :— 
Per Pace ee ee ee 
SIN. BY 3 
41N. BY 3 eo eo ee 
2 IN. BY 3 ee ee ee 
rIN. Fad | oe ee os ee oe o O09 
ler Advertisements at the rate of 1s. per line. 

Advertisements referring to musical matters are accepted only as far as 
there is room, or if the character of the advertisement its of its publica- 
tion in the MonTHLY Musica Recorp. When Testimonials are mentioned 
in advertisements, the originals must be produced before such adver- 

can be i in the MontHLy Musicat REcorp. 

The Musicat Recorp being a Monthly Paper has space to notice only 
established Standard Concerts (such as the Monday and Saturday Popular, 
The Philharmonic, &c.), and it is requested that tickets for other Concerts 
may not be sent. 

The Advertising Department only is under the control of the Publishers. 

All other matters referring to the MonTHLY MusicaL REcorp (especially 
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